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Abstract 
Chapter T Byron Pope and I leoclasslcal Tradi t ion in the 
F.arly I ' lnet tenth Centura 
In t h i s chapter the motive l i e s in i l i u s t r . t i n ; to 
vrtiat extent ' ^ ron exhib i t s h i s kinship v/ith tVie nooclasGicaT 
t r a d i t i o n of poetry and with the Popeor: node of s a t i r e conpared 
t o the other ear ly nineteenth century poets v;itb specia l 
reference t o ordsworth, Colerid,'e imd . outho^', \ f to r an ir derrbh 
study of T>jvon*s s a t i r e s composed in the heroic cov: l e t • v.! 
through study of the oriraary source rnaterialc the r-orsonr' for 
L 
Byron*s 'eaninns for the Auguston Literary herita. :o h;- 'o beer 
ascertained, "ocau.se the other leadinr; ficui'os of tlie early 
nineteenth cerstury v/ere ardent supporters of the definite chan, :c 
that hrid by then set in, '*^ ron berates then thr lunh hie o tir .,• 
and ronarks, 
''yron regarded I^pc as the most irijortmit i!ni\'c=rGal 
nodol and after an indepth study an attempt is atido to oxyjlo -• t 
what extent he \ms successful in initatinc Pope, Co:p:rin~ his 
satires^ The Hn/dish Bards and Scatch neviewers. Hints fron " orace. 
The waltz, Tlic Curse of •ineri*a« The 31ues a;:d The \/-;o of "ron-:'. . 
with those of Pope it has been established that '-yron \nxs un b3 o 
to imiatato Popean faculties of versification, net: nhoric exliule-
rjince and artistrs'-# 
l^ ed in Compuvb* 
Chapter II Byron*s Seaixh for a Flexible Mode of '.'rltinr. 
It has been indicated that because the literary taste 
had changed and Byron realized his inability to imbue the Popean 
satiric mode, he wanted to switch on to a more fj.oxible node of 
writin^ 3 \ihich could cope with his essentially Romantic dynamism and 
serve as a vehicle for his changing moods. Evidences have been 
gathered to produce Byron's interest and familiarities \;'th the 
Italian language and the Italian medley poets particularly, Pulci, 
Bemi, Casti and Ariosto. The nev; satiric mode suited to "Byron's 
temperament and also to the sensibilities of his age, so Tyron 
achieved great success in adopting the new mode. 
Chapter III Beppo A Milestone in Byron's Satiric Career 
An attempt has heen made to elaborate upon Beppo, 
Byron's first experiment in the Italian satiric mode, "?yron 
achieved greater feeling of expression due to the ottava rima 
because for him he had found a congenial medium at last. It has 
been emphasized that in fact Byron's genii^ -s flov/ered v/ith the 
composition of Beppo and its encouragement and success led to 
the composition of Don Juan, his master peice satire. 
Chapter IV Introducing the Italian Tradition of Colloguialism 
and Digressions 
It has been established through an indepth study that 
by adopting the Italian tradition of colloquialism, Byron gives 
vent to his mobile perKSonality, and the employment of street 
language enabled him to record efficaciously his shi:^ tii\3 mooes, 
fro • piety to ribaldi?y, pathos to satire and coy to ci^-vc, 
'^xanplos from the toi<rt go on to elabornto VTXI support ovc^y 
statement. 
The teclinique of dicresslon in the poem ic v-^ cxi to 
throv; personal reforencos and to C-'^ c morG :rrec-d;>m to t'lo f'nn. 
In Don Juan, it contributes to infuse the spirit of nelf-
cxprossivoness vjhich Eh/ron had long desirtxl. It is illustrr.toi! 
that "yron clains nore seriously the traditional role of poetn 
as a aoral niodiun and nakec it as a special tool for UIG di -roc;-! -ni-
Chapter V Intx*oducinj-: the Italian Tn.xdition of Ottava liina 
and the Mock Epic 
•'he study of Vac Itf^ .lian nedley poets rove Ic to '^••/ron 
the adoption of ottava rl:.ia< It I'ias been brocffp.t to li/".:t tli't 
what yron could not express due to the n-jrrov convontir ::.liti .c 
of the heroic couplet v;as no\} possible for";hin to state "reely, 
Tn the Imnds of Byron Ottava riaia bocoaec collor-jial nd 
conversational• 
It has been illustrated that nyron clocrly tlio- jl t of 
Don Juan in the licht o" the epic tradition intendin, t" r;ia::e a 
true epic of it, but quectionin:; as ouch the sincerity o' tVie 
epic naster as the epicality of their own tr.ios, Byron Inu-iches 
himself into a pattern of ironic reversals. As epic r.i.aniie." soot H. • 
and inflates, he in his epic nocks, incites and doflatos, Tt h.is 
been endeavoured to mal:e a survey of ho\'/ lyron iirisliod ;,'rKl ::i0.:.nt 
'^^^ r^'On Juan to be an Odyssey equivalent. 
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PREFACE 
I am offering this dissertation vith the aim and 
purpose to furnish some Italian modes of satire which Lord 
Byron. inherited frcwn his Italian masters and a mode through 
which he achieved supreme literary achievement. Some useful 
observations are made o^ ;;|pie jchange that was being wrought 
in Byron's poetic sxibject matter and.style and in the 
concept of the poetic fxinction. He had no doubt found a genre 
which satisfied his fi^ jpli^ igs. about j^ ;^ "moral functions of 
poetry. But inspite of his reTadings in Italian medley 
worXs which had left an i'hdelible'mark on Byron's satiric 
manner, the passion he had for Pope re-lived in his later 
phase too, Byron's .observations of the society of England 
in Don Juan are so real and alive(i3feiilrwith every excellent 
Cfcg^ gtfpfc^  he seems to Icnow the English gentlemen and ladies 
and their life style. Can we suppbse then even for a moment 
that Byron knew^ anything at all about either Venice or 
Ravenna 'the greenest island of my imagination*, worthy 
of being compared either as to extent or accuracy with what 
he knew abdu't London ? But all the same in writing in the 
style and manner of the Italian poets Byron no doubt stands 
indebtcito his Italian masters. 
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every way. 
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every way, 
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INTRODUCTION 
The poles between which the poetic thought of 
Byron moved might be designated as emotional individualism 
and critical common sense. These may be broadly referred 
to the romantic and classical tendencies that strove 
for dominance in him. Byron throughout his life continued 
to have a dual concept of poetry. On the one hand was 
the poetry of serious moral purpose as he conceived^Pope•s 
to be and through this kind of poetry he would attack 
corruption and injustices in society. It was in English 
Bards and Scotch Reviewers that he fulfilled this aim of 
his. The other concept of poetry that guided Byron's 
literary performance was the siibjective Romantic one and 
he adopted it perforce impelled by both his temperament 
and the environment and because he was the child of his age 
he could not detach himself from it and accepted his role 
as a Romantic poet but his passion for Pope and the Augustan 
literary heritage was sincere and he took Pope as the most 
important universal model whom he wisheiL to imitate. Inispite 
of his hard striving to imitate the Popean satiric mode 
and to imbue the Popean satiric spirit, Byron failed miserably 
because neither he had the Popean stage, Augustan intelle-
A 
ctual, political, social milieu and Augustan canons of 
sensibility which Byron aimed at superimposing at the time 
when the literary taste had changed for ever. 
But by far the best of Byronfe work was not in 
ordinary satire, but in a long narrative poem comprising 
a poetic medley of great variety and tonal complexity 
suggested by the burlesque epics of the Italian Renaissance, 
which gave him, in his maturity, scope for both his romantic 
and his satiric bent. In Don Juan, Byron wears his natural 
style with greatest confidence and effectiveness. His forte 
is the large, back stroke in wit and sentiment. He moves 
best in the ample measures of the ottava rima. in Don Juan 
he writes with correctness and authority and with a minimum 
of affectation. He has struck his own gait, has found the 
right medium for an artistic impulse of large scope and 
impressiveness. 
CHAPTER - I 
BYR02-T, POPE AI^ D THE nEOCLZ-ySSICAL TRADITION 
THE EARLY KIHETESI^TH CENTURY 
Neoclassicism saw its prime in the 17tb century 
throughout Europe and the ideas generally subscribed to 
v/ere the unqualified supremacy of reason, art being the 
imitation of reality/ the artist being a skilful designer 
and the f\inction of art was conceived to instruct moral 
values. According to this theory pleasure was a means to 
didactic end. The whole idea of art and literary taste 
developed around Plato's concept of mimesis, as an eminent 
neoclassicist puts it: 
'All poetry .•• is imitation. It is indeed 
the noblest and most extensive of the 
mimetic artS/ having all creation for its 
object and ranging the entire circuit of 
universal being'•'• 
Edward Young reiterates the same ideas in his 
2 Conjectures on Original Composition , 2i K Abrams too 
svims up the prevailing Augustan sensibility: 
•The concept that art imitation, then 
played an important part in neoclassic aesthetics' 
But with the advancement of intellect and fecundity, 
the charisma of the essentially mimetic nature of art 
tended to vanish away for the narrowing of feeling so as 
to conform v.'ith reason had naturally, resulted in the 
production of a series of repetitive v/orks. Expressive 
1. Richard Hurd, The VJorlcs of Richard Hurd (London, 1811), 
Vol. II, pp 111-12 
2. Edv;ard Young, Conjectures on Original Composition, 
ed. Edith Morely (Manchester, 1918), p.6 
3. M H Abrams The Mirror and the Lamp (Nev; York, 1958), 
p. 14 
k! 
theory of literature began to replace too rigid and 
restricted mimetic theory. The concept of mimesis v;hich 
Augustans held in great esteem v/as discarded through 
revolutionary literary theories and in the wake of nev: 
sensilpility, attitude tov;ards literature seemed to be 
registering changed literary taste as evident in the 
remarks on the Augustan mode of poetry by the leading 
literary figures of the early nineteenth century. 
Decay is the inevitable law of nature and neocla-
fisicism thus after its hey day of Pope,Sv;ift and Johnson, 
entered the era v;hen the v.'riters ceased to speak as citizens 
of the v;orLd and turning unintelligible to the reading 
public, for they v;ere now more devoted to particular 
political or philosophical ideas rather than to a vjidely 
shared and conprenensive sphere of general humanity and 
thus the fabric of neoclassicism ^^ a^wnto dissolve. 
Among the leading figures of the early nineteenth 
century, Robert Southey was the most ardent supporter of 
the new sensibility and discarded and dismissed the 
Augustan literairy heritage by holding that 
•the time which elapsed from the days of Dryden . 
to those of Pope is the dark age of English poetry' 
Shelley in his A Defence of Poetry discarded the concept 
of Augustan heritage through his revolutionary literary 
theories. V7ordsv;orth' s censuraA,.:. Crabbe's poetic mode 
which v;as characteristically Augustan^as 'unpoetical' 
1. Robert Southey, Specimens of the Later English 
Poets, (London, 1807), p. 39 
li 
The derision of Augustan literary tenefcc is reflected v.'ell 
in Wordsworth's letter to Samuel Rogers, on September 29, 
1808, complaining that in his view 
'Crabbe's pictures are mere matters of fact: 
V7ith v;hich the Muses have just about as much 
to do as they have v.'ith a Collection of 
medical reports, or of law cases'.•'• 
So is done by Coleridge in accusing Crabbe, an upholder 
of Augustan literary convictions, of "an absolute defect 
of high imagination," in his works. 
Despite all his veneration for Pope, Hazlitt 
concludes that Pope was not 
'a poet of lofty enthusiasm, of strong 
imagination, v:ith the passionate sense of 
the beauties of nature, or a deep insight 
into the v;orkings of heart; but he was a 
wit, and a critic a man of sense? of 
observation and the v.'orld, . • • ' ^  
Leigh Hvmt's attitude towards Augustan poetic ideals 
is marked by contempt and also his attitude towards Pope 
is marked by contempt and he describes Pope as a "true 
born poet", who is confined to a "small sphere" . 
Keats voices the same view in his description of Augustans 
in Sleep and Poetry. The only respectable voice laying 
emphasis on reason v.'as raised by Utilitarians influenced 
by Bentham and J S Mill, Reason for the Utilitarians v:as 
almost invariably confined to the practical and materia-
listic aspects of life and whereas reason for Pope and the 
neoclassicists stood as a guiding principle and a part of 
1, The Letters of VJilliam and Dorothy VJordsworth; 
The Middle Years; ed. E. de Selincourt(London,1939) 
Vol.1, p. 224 
2« Hazlitt, Hazlitt on English Literature, ed: Jacob 
Zeitlin (New York, 1913) p.118. 
3. The Liberal, III (1823) 
integrated and inclusive v.'isdom. 
Almost all the leading literary figures of the 
early nineteenth century shared the view that the metrical 
structure of Augustan poetry greatly hampered free and 
frank expression of the poet's feelings. 
Periodical criticism which had immense influence on 
the matters of literary taste in early nineteenth century 
also serves as a reflection of the change in literarj'^  taste 
from age old Augustan canons to more radical Romantic 
tendencies.(The opinion had changed and probably once and 
for all and the direction v;hich the public taste was making 
was evident of the fact that Augustan leanings which v.'ere so 
formidable in 1756 had become outdated and a definite change 
in literary taste had by then c:et in, "^  
Due to the changes literary taste, Eyron, infepite of 
striving hard could not carry on with him the affinities 
of the Popean mode in his satires but an indepth survey 
of Byron's viev/s on Pope's poetic theory helpjfin ascertaining 
Byron's motives which prompt him to berate the Lakers or 
the nev^  School of "Critics and Scribblers" who v.'ere respon-
sible for discarding and dismissing the Augustan literary' 
heritage and also discarding the Popean tradition in poetry. 
'I have no patience with such cursed huinbug 
and bad taste (of the critics of Pope); 
your v/hole generation are not a worth a canto 
of The Rape of the Lock or the Essay on Man 
or the Dunciad"^  
1, R E Prothero, The Works of Lord Byron; Letters and 
Journals (London» 1922) Vol. IV, p.224 
In a letter to Murray while engaged in a disdainful 
survey of contemporary literary scene he passes this 
peremptory pronouncement reflecting v;ell the reason which 
prompts him to revere Pope. 
.'I am convinced, ••• all of us - Scott. 
Southey VJordworth, Moore, Campbell, I, -
are all in, the wrong, one as much as 
another; ... I am the more confirmed in 
this by having lately gone over some of 
our classics, particularly Pope whom 1 
tried in this v;ay - I took Moore's poems 
and my own and some other and vjent over 
them side by side with Popes and I v:as 
really astonished ... and mortified at 
the ineffable distance in point of sense, 
harmony effect and even Imagination, 
passion and invention between the little 
Queen Anne's man and us of the Lower 
Empire, Depend upon it, it is all Horace, 
then and Clcudion nov: among us; and if 1 
had to begin,again, I would model myself 
accordingly'-
Going through Pope's satiric poetry it is readily 
observable that his poetic \iniverse has its root in classical 
renaissance humanism where the heroic values are consistently 
emphatic. After a laborious pruning of the hetroqenoys mass 
of philosophies, he v;as able to evolve a sound fabric of 
values which hovers over all his poetical v;orks. 
Pope's moral system is found to be raised on well tried 
precepts of Christain and Stoic virtues. It v.-as his 
achievement as a poet to embody too austere Stoic virtues 
in his poetry through infusing in them an immense power of 
conviction. The vices subject to lethal attack in his 
Moral Essays and Imitations of Horace have one parent root -
1. R E Prothero, The Works of Lord Byron; Letters and 
Journals (London, 1922) Vol. IV, p. 169 
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pride. Even in the Duneiad, the pedants and the virtuoise 
are despised for acting against moral convictions. Similarly 
avarice covetuousness and sensuality are attaclced in 
Moral Essays and Imitations of Horace. Gluttony too is 
vehemently abhorred in the Dunciad and in doing so. Pope 
re-echoes Christian judgements. Pope also engages himself 
in an onslaught on tlie false values and false glamour in 
the society at large in the Dunciad. The same moral yard-
stick applies in his stripping off the romance and glamour 
of Restoration dandyism in his satires. Since these men 
sinned against the cardinal virtues of honesty and sincerity 
they are subjected to censure. So are Pope's attack on 
wanton extravagance in Moral Essays and contemptuous account 
of miserliness and prodigality issuing from Christian 
notions of vice and virtue. Similarly the same concern for 
the lofty ideals of nobility are apparent in his Essav on Man 
and its scheme as outlined by Pope itself reflects his 
seriousness of concern for noble values, where he speaks 
that the following vjill be his themes: 
1. Of the Extent end Limits of Human Reason and Science. 
2. A viev; of the useful and therefore attainable, ... Arts. 
3. Of the nature. Ends, Application and use of different 
capacities, 
4. Of the use of Learning, of the Science, of the VJorld, 
and of VJit, 
It will conclude V7ith a satire against the Misapplications 
characters and Examples. 
1. Johnson, Lives, (London, 1905), ed: G. Birkbeck Hill, 
Vol. Ill, p. 183. 
Thus, Pope vjas able to evolve a moral system encompassing 
well the conventions of satire and the astringent tradi-
tions of morality merging into nevj sensibility that illu-
mines his satiric vjorks. 
As aptly indicated by F R Leavis, the pre-requisites 
of the Popean mode are the following 
Versification here involves more than 
the term is generally felt to convey. 
V7hen Pope is preoccupied with the 
metrical structure, the v;eight, and 
the pattern of his couplets, he d,s 
bringing to bear "materials" habits 
of thought and feeling, and habits of 
ordering thought and feeling. The habits 
are those of a great and ardent -
representative of Augustan civilization 
Pope in his Duneiad does not merely give vent to his 
rage at his detractors but he recapitulates in a personal 
context all the overtones of a long and well established 
satiric tradition begun by Horace, Persius and Juvenal 
which was later sustained by Oldhemi, Butler and Dr^ 'den. 
The Dunciad in fact marks the culmination of the school 
of satire where literary standards are related vjidely to 
moral and social principles. 
Crystallizing the glorious Augustan concern in the poem. 
Pope succeeds in presenting the dunces as the representative 
of a new bourgeois culture and reinforces his satire by 
relying upon Augustan and more valid Christian values as 
well. From the point of figurative vitality too, the poem 
is amazingly rich and though Pope does not coin anew the 
metaphors but the very use of such common metaphors for the 
1# F R Leavis, The Common Pursuit (London, 1952), p.90 
purpose of satire are unique. Sanity, Reason and V.'it are 
countered by Madness, Folly and Dulness, Similarly Order 
Nature and Light confront Anarchy, Chaos and Night. The 
K 
metaphoric exuberance of the poem is its hallmark and m the 
A 
use of imagery, relying on the precariousness of Augustan 
poetic "diction vjhicl. Fope knev; best to manage artificially. 
4^  certain grandeur is maintained and no part of the poem 
falls into bathos, Moreover, the poem is not merely confined 
to a disdainful survey of the contemporary field of letters 
but anong its captives are seen - Rhetoric, 'Wit, Science, 
Logic and Morality. Similarly the same artistry is magnifi-
ciently executed by Pope in his Imitations of Horace, as 
evident in the functional role of rhyme, elevateJ versificat-
ion, condensation of sense vrithin single pentametre, 
deploiincnt of a diction having natural ease of expression 
and simultaneously suited to the senses and plentiful of 
beautiful imagery. 
After having "lost all patience v;ith the atrocious 
cant and nonsense about Pope" Byron makes it plain that he 
is "determined to make such head against it ••• by prose or 
verse," for "there is no bearing it any longer," and since 
Byron believes that the efforts of 'blockyards' v;ill lead 
"to destroy v.'hat little good v.'riting or taste remains", 
and being "convinced that it is in the best cause of English 
Literature", he unrelentingly sets forth his resolute bid 
to "battle it alone". And in pursuance of this aim, Fuess 
sums up Byron's passion for Pope as -
!l 
'Byron was fond of associating himself with 
Pope. He paid homage to him as a master, 
sustained in theory at least his principles 
of versification/ defended his character and 
offered him the tribute of oviotation and 
imitation.! 
Byron's passion for Alexander Pope vjas no doubt 
sincere* and he tried to shine in the Popean mode. This is 
borne out by his reverential remarks on Pope in his Letters 
Journals and Diaries. It vxas out of his adulation for Pope 
that Byron patterned his earlier satiric ventures after him. 
An indepth survey of Byron'G vievjs on Pope's poetic theory 
recorded abundantly by critics help in ascertaining Byron's 
motives of e;:tolment and his indebtedness to Pope. 
At one place he diagnoses that the great cause of 
the present deplorable state of English poetry is attribxzted 
to that absurd and systerr.atic depreciation of Pope. 
Re-echoing the sane notion he enuncietes more succinity: 
'Taking passage for passage, I vill under-
take to cite more lines teeming with 
imagination from Pope than from any tv.-o 
living poets'^ 
The same spirit of veneration of Pope motivated him to 
enter in Bowles Controversy and he sharply reacted against 
Bovjle's indictment of Pope in the form of tv.'o extended 
letters. Soliciting to convince others of the v.'ealth and 
substance of Pope's imaginative creation he proclaims: 
' I V7ill shovj more imagery in tv:enty lines 
of Pope than in any equal length of 
quotation in English poesy' 
1. C M Fuess, Lord Byron As a Satirist In Verse, 
(New York, 193 2}, p. 15. ~' 
2. Letters Vol. IV, p. 487 
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and after quoting tv;enty three lines from Pope's Epistle 
to Dr Arbuthnot, he maintains: 
'Now is there a line of all the passage 
without the most forcible imagery (for 
his purpose). Look at the variety at the 
poetry of the passage - at the imagination: 
There is hardly a line from which a 
painting might not be made and is. But 
this is nothing in comparison with his 
higher passages in the Essay on Han^ and 
many of his other poems, serious and comic' 
So is the same note of idolization in Byron's impressions 
of Pope's Eloisa to Abelard, where he solemnly contends: 
'VJith facts and letters of Eloisa he has 
done what no other mind but that of the 
best and purest of poets could have 
accomplished v.'ith such materials. Orid 
Sappho (in the Ode called her) - all that 
we have of ancient all that we have of 
modern poetry, sinks into nothing compared 
with him in this production'2 
Byron makes an onslaught on Pope's denigrators, for to him, 
'The attempt of the poetical populace of 
the present cay to obtain an astrocism 
against Pope is as easily accounted for 
as the Athenians shell against Aristides ... 
They have raised £ mosque by the side of 
a Grecian temple of the poorest architec-
ture ... I have loved and honoured the 
fame and name of that illustrious and 
unrivalled man (Pope), far more than my 
own poetry's and the trashy jingle of the 
crov;d of 'School' and upstarts ••• I look 
upon this as the declining age of English 
poetry ... Thorc can ""^G no \70rse sign for 
the taste of time tl-jan the depreciation 
of Pope'^ 
Accentuating lope's correctness he reverently oywClains: 
'He (pope) is tlie only poet that never 
shocks''* 
1. Letters, 
2. Ibid, 
3. Ibid, 
4. Ibid, 
Vol. IV, 
Vol. V , 
Vol. V , 
Vol. V , 
pp 259-60 
p 581 
p 559 
p 560 
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Vioreover, to Byron Pope appears to be "the greatest moral 
poet of any age, or m any language" , and he reverberates 
the same idolizing notion in expounding Pope as the "most 
perfect of our poets and the purest of our moralists" . 
In the matter of versification too Byron seems to be all 
praise for Pope as he conceives that "his (Pope's) versifi-
3 
cation is perfect" . h clue to the motives of Byron's 
reverence is offered through this observation: 
'AS to Pope, I have alvjays regarded him as 
a greatest name in our Poetry ,,, He (Pope) 
is Greek Temple, with a Gothic Cathedral 
on the one hand, and a Turkish mosque and 
sorts of fantastic pogodas conventicles about 
him. You may call Shakespeare and Milton 
Pyramids, if you please but I prever a temple 
of Theseus, or the Parathenon to a mountain 
of burnt brick-work'4, 
The above evidences reflect v;ell that Byron v;as moved deeply 
by Pope's fancy, apt vocabulary, insightful perception, 
vivific impressions, v;ell knit texture and his profound 
poetic philosophy grounded v;ell in ethics and consistent 
moral values. They also confirm that Byron's praiseful 
account of Pope did not merely rest on his preference for 
neoclassical manner but his extolment of Pope proceeds from 
the fact that in Pope's poetry he found a message and meaning. 
Byron from the very onset of his career v:es interested in 
propagating a certain set of values - literary, political, 
social and moral. Like Pope he is also an upholder of a 
certain v.'ay of life v.'hich seems to be personal and civic. 
1. Letter, Vol. V, p. 568 
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humanistic and spiritual, and above all. Christian 
originating from the civilized traditions of Renaissance 
Europe. He found Pope's poetry meaningful and developed a 
passion for Pope v;hic'i lasted long, Byron found Pope's 
diction pregnant with v;isdom and bearer of universally 
acclaimed verities and virtues. To Byron fine language 
amounts to the presentation of living values and as Pope's 
poetry is full of compact units of poetry carrying well 
the established canons of thought and of feeling simulta-
neously, he venerates Pope's diction. So \7hen Byron 
discovered in Pope's poetry an outright rejection of all 
that stood for hypocrisy and affectation, he took no time 
in identifying himself v;ith Pope, In fact the poetry of 
Pope served as a model of classical purity and thoroui^hly 
frustrated with contemporary trends of relaxed moral values 
in poetry, he sought refuge in Pope's models, Byron had no 
passion for alluding to transcendentalism and so quite 
naturally. Pope's dov;n-to~earth realism, concern for human 
situations and lack of individualistic or high abstract 
excursion allured him, for he, too, disapproved of anything 
too vague or too remote from the actualities of life, Byron 
ultimately found "the simplicity - the classical simplicity 
in Pope's simpler and more dirrct mode of expression. 
To Byron, a poet 
,., v7ho can reconcile^poetry v;ith truth 
and v;isdom is the only true 'poet* in its -
real sense, 'the maker', 'tie creator', ,., -
1. Letters, Vol, V, p, 559 
Tills ideal posture of a poet Byron found in Pope and the 
peculiar sense of Pope's historical exactitude encouraged 
Byron to disapprove of -
•reasoning upon passion, for poetry is in .. 
itself passion, and does not systematize* 
Many evidences from the source materials support the 
fact that Byron's English Bards and Scotch Reviev^ ers in its 
conception is not more than an attempt at retaliation upon 
the editors of the Edinburgh Reviev/, displaying Byrdn's 
wrath against his critics. Although ByrQn set before himself 
the Duneiad as his model he had to face the attacks of his 
critics. An in"depth study of Byron's targets of satire in the 
A 
poem may be helpful in Illustrating the intense personal 
nature of the poem and the motives behind its composition. 
Byron discards and descredits the literary stage of his 
days by holding that "knaves and fools combined O'er 
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all prevail" (1.31) which convinces him that 
'The royal vices of our age demand 
A keen weapon/ and mightier hand; 
(II. 39-40)-^ 
His scorn for critics soon develops into a direct hit on 
Franscis Jeffrey, Editor of the Edinburgh Review and mentions 
him as "a critic" who is "hated". 
Imbibing the Popean manner of lamenting over the prevalent 
effects of intellectual pursuits as efficaciously conveyed 
by Pope in the 'Dunciad', Byron too projects a dismal view 
of the contemporary literacy and glorifies the golden age of 
1. Letters, Vol. V, p. 582 
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Pope. 
Judging VJordsv;orth, Southey and Coleridge to be 
political renegades he is repelled by the puerility of 
VIordsvorth, prolixity and dulness of Southey and obscurity 
of Coleridge. 
•Byron J witticism cornos to show while he derides V.'ords-
worth as being accused of having "Christmas stories 
tortured into rhymes", (1,'2^ .5) and for 
',,. he tellr: the tales of Betty Foy 
The idiot mother of an idiot boy'. 
(II. 247-8) 
For his defiance of the Popean poetic mode Coleridge too 
is not spared and is subjecte to censure for his "turgid 
odle and tumid stanza" {I. 256) in v;hich obscurityaf a 
welcome guest", (I. 258) and for having written "Lines to 
a Young Ass."/ Byron wittingly describes Coleridge as 
•the bard v:ho soars tocGildgize an ass'. 
Like Pope Byron acts as an upholder of moral 
values and rebuXes Thomas Moore's 'wild lyre', (I. 286) 
and instructs him not to "spare melodious advocates of 
lust (I. 290) for 
'Pure is the flame which o'er her altar burns'; 
Injspite of Byron's trying his level best to work on the 
model of Pope's The Duneiad, v;e note and Eyron too does 
not fail to realize the vast difference that Lies betv/een 
his English Bards and Scotch Reviewers and Pope's Duneiad 
in both conception and execution as well. Rutherford 
rightly holds that Byron v/hile composing satire v/6rse in 
the heroic couplet -
IT) 
' Imitates the surface, the idioiri/ the 
rhetorical devices of Augustan satire/ 
but fails to experience or reproduce its 
essence; and also so one finds in English 
Bards and Scotch Reviev;ers, a coarsening 
of the traditional techniques, clumsy 
attempts at bathos for example, common 
place antitheses; crude redicule, lame 
epi:jrams and heavy handed irony" 
* • 
Byron's satiric muse took another venture resulting 
into the composition of Hints From Horace (1911) and Byron 
held this poem in great esteem and was proud of its 
production. 
'I look upon it (Hints From Horace) and my 
Pulci (Tranclotion of Pulci's Morqante 
Maqqiore) as by far the best things of my 
doing•2 
To profess his poetical creed more stoutly, to restate his 
fidelity -co the Popean poetic mode and to give vent to liis 
disapprobation for nev; poetical upstarts Byron v.'rote Hints 
Fron Horace, vrhere he tries to bring the rules of poetry 
uptocate derived fron^ . Horace's Ars Poetica or The Art of 
Poetr-y - The Bible of the neoclassicists. 
The first literary precept highlighted is Byron's 
instructions to the aspiring poets to go for simplicity 
and entirety: 
'••• v;hatsoever you aspire, ^ 
Let it at least be simple and entire' 
Byron restates the Popean convictions of correctness and 
carefulness and advises the poets that "unless your care's 
exact, your judgement nice, the flight from Folly leads but 
into Vice", 
1, Andrew Rutherford, Byron; A Critical Study 
(Edinburgh, 1962), p.22 
2, Letters, Vol, V, p. 255 
3, Poetry, Vol. I, p. 385 
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The neoclassicists leiid emphasis on the proper study 
of the subject matter and the secret art of writing well 
was to knov; exactly v:hat .one v;rites about and Byron too 
stresses on this point. 
.'Dear Authors I Suit your topics to your strength. 
And, ponder vjell your subject and its length' 
(II. 59-60)^ 
and Byron is prompted to assert too the necessity of 
retaining wit, order, music, and grace in a work of art. 
'But lucid Order, and VJit's siren voice 
Av:ait the poet, skilful in his choice; 
VJith Native Eloquence he soars along 
Grace in his thoughts and Music in his song' 
(II. 63-66)^ 
In An Essay on Criticism, stressing the structural unity 
in a v;ork, a complete design is appraised in the counsel 
to the critic 
'A pe r fec t Judge v:ill read eoCh \:ork of V.'it 
With the same s p i r i t t ho t i t s Author w r i t . 
Survey the vrhole, • • • , 
( I I . 233-5) 
'It's not a lip or Eye v.'e beauty call. 
But the joint Force and full result of all', 
(II. 245-6)'^. 
The neoclessicis-tfsfondnecs for adhering to the 
conventionalities of form and diction is evident in Byron's 
cautious license of parsimonious inventiveness: 
'So you indeed, v.'ith care, - (but be content 
To take this license rarely) may invent' 
1. Poetry, Vol, 1, p, 394 
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3. The Poems of Alexander Pope , ed. E. Audra and 
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Pope and Dryden are the immediate models v;hom 
Byron prefers for form and diction. Despite his avov.'al of 
belief in the neoclassical mode and his public aversion 
for the romantic theories of literature as reflected 
through his satires, Byron was essentially a Romantic 
poet. The Byron of Childe Herald spealcing through these 
lines of Hints From Horace, v;hcre he emphasizes the 
emotional overtones to be fovmd in a poem: 
"'t is not enough/ Ye Bards, v/ith all your art. 
To polish'poems, they must touch the heart: 
Where'er the scene belaid, whate'er the song. 
Still let it bear the hearer's soul along'^ 
(II. 137-40) 
To the neoclassicists, the dietxim "Follov; Nature" 
stood for not describing the flov/ers and trees and the 
changing seasons, or to use the language of com.Tion life -
it stands for copying the men and manners of good society 
avoiding all that is emotional. 
Consistency being the favourite v/ith the neoclassicists 
is also favoured by Byron and he calls it a virtue and 
2 insists "Preserve consistency from first to last" (i.1. 182) 
To imbibe the moral spirit of the Popean satire, Byron 
indulges in a bantering commentary on the prevclent 
licentiousness of the contom-orary stage: 
•I loath an opera v.'orse than Denissdid, 
'Jhere good and evil j^ersons, right or vjrong^  
Rage, love, and ought but moralize in song'-^  
(II. 296-8) 
1. Poetry, Vol, I, p. 399 
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The same bid to infuse tlie moral strain, character-
istic of the Popean satires, in his 'Hints Fror?^  Horace, 
motivates 3yron to speal<: scoffingly of "Old Comedies" v:hich 
'.,, still meet v;ith much applause 
Though too licentious for dramatic lav,'s: 
At least, v;e moderns, v;isely 'tis confest. 
Curtail, or silence, the lasivious jest* 
(II, 445-8)-'" 
Lord Byron recalls in Hints From Horace, one again 
the scar the Edinburgh Reviev; had left <bn him on his 
Hours of Idleness and here and there fits in his hatred 
and contempt for all those critics v;ho had hurt his 
feelings by criticising his vjork. 
Continuously he emphasizes in his poem the Horatian 
precepts of Ars Poetica and to which the neoclassicist 
always adhered to, for example simplicity, perfection 
through study of the subject matter, careful inventiveness 
consistency, cvyersion for violent scenes or stage, the 
ability to instruct and delight through poetry, judiciousness 
in estimating a v;ork of art critically and thorough revision 
are embodied in Byron's Hints from Horace as discussed above. 
But no doubt the times had chaneed, opinions had changed, 
taste had taken at different directions, and although Eyron 
out of his life long admiration of Pope, intended to 
emulate Pope, his venture did not meet that "cind of success 
which Byron must have expected. Byron had neglected the 
literary taste of his times and opted for the imitation and 
translation of the classics and even gained reputation but 
1* Poetry, Vol. I, p. 421 
Hints From Horace fails to stand as a match to Pope's 
An Essay on Criticism and accounts for the failure of Byron 
as a satirist in the Popean mode, 
Byron's The Curse of I-jinerva is a socio-political 
satire/ denouncing Lord Elgin and fighting for the oppressed 
and the dovm-trodden, contributed a lot to Byron's fame 
as the continental poet \:ho firmly believed in liberty and 
equality of human beings. 
The opening passage of the poem is strikingly 
remarkable for its lyrical quality and Byron vas M-**'eelf avjare 
of the beautiful beginning of his poem. The ruins and decay 
of Greece at., the hands of Lord Elgin is portrayed to its 
best and Minerva is a portrait of a sorrov;-laden goddess. 
Lord Elgin, 'the plunderer*#undergoes a torrent of scorn 
for he ,,,,'basely stole v:hat less Barbareans won'{I. 112). 
Through profuse animal imagery the despicable role of Lord 
Elgin is thus elaborated 
•So when the lion quits his fell repast 
next prov;ls the v/olf, the filthy Jackal last: 
Flesh, limbs, and blood the former mate their o\-m. 
The last poor brute securely gnaws the bones' 
(II. 112-116)^ 
Since Minerva's approbrium of Lord Elgin being English 
emissory applies well to England, the poet, moved by his 
patroitism, seeks the exculpation of England on this ground. 
'Frown not on England, England ov;es him not; 
Athena, no I th plunderer was a Scot' 
(II. 127-8)^ 
1. Poetry, Vol. I , p. 463 
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The Blues again retains some flashes of Byron's mood 
of his previous bitter satire English Bards £nd Scotch 
Reviewers. The Blues reefers to a group of fashionable class 
of the society distinguished by its blue stockings which v;as 
t\o\r 
at first founded in Venice in 14C0, Byron did/have any such 
importance for this poem and neither his letters nor any 
other primary s urce material provides any clue to ascertain 
all the dramatic personae or occasion or motive of The Blues. 
V/hat reference v;c manage in Byron's letters reveals the 
thing but he non-serious attitude to\L'ards it, 
•Kiere buffoonery, never meant for publication' 
It v;as intended to be a drama running into two acts and is 
referred to by Byron as "a literary Ecolocue". ITcithcr in its 
conception or in execution. The Blues is modelled after any 
Popeen satire. 
The- '.Jaltz, Byron's another satire, set arcinst the 
Popean one, pertaining to society and morals, for crzamrlc, 
the Rape of the Lock and the lioral Essays. Byron is found 
lacking in the convincing sincerity of the Popean satires. 
In recording highly sensual passages in somev;hat ponographic 
language it appears that Byron is delighted and amused in 
riving such descriptions.Despite all his efforts the satire 
is v.'anting in that earnestness of a moralist v.'hicli is in the 
forefront of the Popean satires. Inisi^ ite of his ambition to 
i 
be a moralist like his master, in v:riting The '.lalta Byron's 
condemnation of the '..'alts proceeds from his oun psychic 
repressions of lameness. He v.'anted to V/altz himself but 
1, Ijebterg, Vol. V., p. 3.69. 
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Byron turns to Scotland ancl cruelly exposes the 
ignomineous features of Gcotlano and this t'.ccount reflects 
v;ell his deep seated repugnance for tlie detractors of his 
earlier poetic ventures. 
Through Minerva's cursing propliecy, Byron's satire 
veers frora specific to general and is reflective of Byron's 
vehement disepnroval oi the Dritish oi-prcssivc policirs. 
Except for a passin rcfer'.nce to Pope's lint: "Blest 
paper credit", 'from Pope's Epistlc' to Lore Bathurst, on th.c 
use of Riches, (II, .^'~) cr.il'>OGied in his poem, (I. ?'-5) 
Byron docs not liavo .-ny Popeon model to folio;: but rrcM;^/ 
."•'?.•, teres of the Pcpcan satii'o are retainer, for e::u:.,_-l'--:. e::-
haustive notes, ferocity of tone, mcth.of of circct c.tt.:ch. 
anc heroic couplet. 
Byron's peer, althou._:". coos r.oz. suffer fr?'-". ir.cch.crcr.sc 
of th--^  chiect of satire or narrative as in ::int^ ?rc::. ::cr:.sc-, 
or sedulous aping as in Enclisl"! Hare's anc Scotc:: R^  vle\-"ers 
it did not add anything to Byron's ac/iieven;en-c as a satr'st. 
Abrupt end undistinguished versification, inability to lead 
to any conclusion, lack of humQur, and restrictions on 
imagination and greater facility of thought due to narrov; 
conventionalities of heroic couplets have, deprived th' poc:.i 
of its impectuousity and inciciveness. 
The significance of The Blues as a satire lies in th.e 
fact that even in 1G21, Byron, though having fared -^ /ell as a 
satirist while v.-ritinc in the Italian satiric mode, revezted 
to his earlier satiric manner and thus once again shov/s Byron's 
fondness of imitating and keeping close to the Popean 
satiric mode. 
prevented by his physical disability opted fcr the role . 
of a moralist and his satire issues from his pharsiaical^ <KP^ 
righteousness and pretentious piety, \ 
T>ie Age of Bronze v/as composed in 1823 in "early 
English Bards Style"/ and Byron himself confesses that it 
v/as another bid to imitate the 1-opean satiric mode, though 
it did not add any feather to his cap and it met v:ith the same 
fate as his previous satires, Moreover/ an abundance of 
obscure classical and political illusions in this satire has 
turned it to grov; almost unintelligible. Many of his satiric 
thrusts tend to be devoid of any meaning, for these allude 
to the contemporary political figures The saritic analysis 
of these figures lac-:s badly the Fopean artistry to create 
the universal beneat;! tlic special. Another artistic flaw 
v.'hich is responsible for tV-f:; failure of the pcc" is its 
deficient structure •..-ithcut ^ny coherent desion, Ectri in 
conception and e;:ecution ho stumbles. The tlicmes cf tyranny, 
despotism and e::ploitation and celebrating hvjnan liberty 
are dealt v.dth and similp.r t/cres are dealt v:ith earlier in 
his master-piece satire Don Juan, 
Undoubtedly Byron ^'nz^z a passion for Pope v;hich v.-ac sincere 
and inspite of all his hare striving' to imitote the POj.cian 
satiric mode anc to imbue tl'ie Fopean satiric spirit, Zyron 
failed miserably bocoucc neither he had the ropeu.n st^ce, 
Augustan intcllectiial, political social and moral milieu 
and Augustan canons of sensibility v:hic"n F^ yron aimed at 
superimposing at the time v:hen consequent upon the v/innowinc; 
of a v;hole coxintry, the literacy taste had changed forever. 
:^:i 
During the last years of his career Byron found the 
flovjering of his satiric genius v;hile vjriting in the nai.ner 
of the Italian serio-comic poets but hov.ever in a survey 
of Byron's vie\7s on Popes poetic theory and his idiolization 
for the Popean tradition help us to conclude hov; much he was 
indebted to the great, illustrious and unrivalled man -
whose fame and name he loved and honoured. 
CHAPTER - II 
BYRON'S SEARCH FOR 
A 
FLEXIBLE MODE OF V.'RITIKG 
'^'1 
Lately 1 can v/eave a nine line stanza 
faster than a couplet for v;hich I 
have not the cunning.^ 
Byron assesses his potentialities in this vein indic.^ ting 
the realization of his inability to imbue the Popean satiric 
spirit and his inability to imitate Popl^  successfully. He 
frankly confessed or ho frankly acknowledged himself at an 
2 
'ineffable distance* from Pope. Despite all his efforts 
and yearning to imitate the Great .'faster Byron's venture die 
not bear any fruit for his satiric genius was not et all 
suited to the technical narrov:ness and rigid conventionali-
ties of the heroic couplet v.-hich had lost its popularity 
ani-\-.'ay. Undoubtedly/ the- standards of the Popeon satiric mode 
vere large and flexible cr.ough to encompass Recency Zr.:~la:;c 
sensibilities, but Byron could not realize the fact that by 
then this idiom had crc\r.'i too static and outc.itec. The 
difficulties which Byron had to face in clinging tcnacicMcly 
to this outward mode v:ere multifarious, VJ, Ruddick summarizes 
a few of these 
... constant antithetical division of 
issues within tlie couplet, assertive 
statement, the condensation of analysis 
and crystallization of its results into 
generalization; above- all, the remorseless 
demand for fixity for precision^hese 
place an intolerable burden upon the 
writer trying to capture the Romantic 
sense of complexity, flow and flux in 
human cxoericnce.^ 
1. P.M. Yarker, "Byron and the Satiric Temper, in 
Lord Byron, op cit. p. 91 
2. Letters, Vol IV, p. 169 
3. M. Ruddick, "Don Juan in Search of Freedom: B^ -ron's 
Emergence as a Satirist in Verse", in Byron; 
A Symposigm, ed. J D Jump (London, 197"5l pp. 120-1, 
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Byron wanted to sv/itch on to some f l ex ib l e node v%'hich 
could cope v:ith h i s e s s e n t i a l l y Romantic dynamism and serve 
as a veh ic le for h i s changing moods. Byron by s l i i i t inn to the 
I t a l i a n mode of s a t i r e v/hich offered a fur ther expr<^ssion 
of s e l f / headed in accordance with the s e n s i b i l i t y of h i s 
age. 
After his self imposed exile from England in 1816 
Byron settled in Italy and v;as a continuous dv:eller in the 
Italian peninsula till he left for Greece on July 23, 1323. 
But long before settling in Greece, Byron was thoroughly 
familiar with Italian language as Brand reports: 
Byron first learned Italian from a Greek 
during his mediterranean tour in 1810 and 
was soon able to read Italian Literature 
in original^. 
Apart from this information many such references to his 
knowledge of Italian Lanc^aagc occur in his letters for 
example in a letter to his mother Byron tells her 
Being tolerably master of the Italian and 
Modern Greek Languages - I can order and 
discourse more than enough for a reasonable 
man . 
Another letter records ample evidence of his Icnowledcc of 
the Dtalian Language, "I unocrstGnd Iteliau and rpeak it" 
3 
(v:ith more readiness thon accuracy) , 
During his stay in Italy his visit to Bi'rliotcc:: 
Ambrosiona (Ambrosial Library; anr^  his dc] ight on noing 
1. C P Brand, 1 tal'.^  ond the .Jroj^ ish Ron-iantics 
(Cambridge, 1957) p. 44. 
2. Letters, Vol. I, p. 308 
3. Ibid, Vol. Ill, p. 3C4 
tlirough Letterr- di Lv.crczia Eorgla a 'Aeser Fictro Ber.bo, 
daoli autografi conservati in an codicc della Bibl Aribroslone, 
amatory correspondence betv;een Lu crezia Borgia and Pr etro 
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Bembo as reported in his letter and Peter Guenells book 
reflects well his keenness of interest in the Italic^ n 
Language. Similar evidence can be gathered from his other 
letters, for example, this statement, "As for Italian, I am 
3 
fluent enough even in- its Venetian modification ..." 
A closer study of Byron's Letters, Diaries and Journals also 
establishes well his readings in Italian Literature. 
Byron's remark "Turned to a passage in Guinguene" , in his 
diary indicates his thorough study of Louis Guinguene's 
Historic Litterarire de Italie, (1811), Another authentic 
history of the Italian Literature, Sismondi's De La Litte'rature 
du Midi (1813) was also avidly read by Byron for in his 
journal dated March 2C, 1814 be states "Redce (Sic) Mechiavel, 
parts of Chardin and Sisrrondi, ... . 
Besides these literary histories of the Italian litercfjre 
Byron was fully familiar v/ith the v.'orks of Italian medley 
poets vjhich marked a turning point in his career as -• 
satirist. To Brand, it Appears that Byron "had read Ariosto 
and possibly Berni before he left England in 3 316"'-. 
This notion of Byron's faiailiarity v;ith Berni t-ic 
author of Rifacim-:^ -nto, - an inpi-ovcrncnt upon Boiordo's 
1. Letters, Vol. Ill, p. 376 
2. Peter Uuennell, Byron in Italy (Edinburch, 1955) p.^ .9. 
3. Letters, Vol. IV, p. 19 
4. Ibid, Vol. V, p. 154 
5. Ibid, Vol. II, p. 403. 
6. Brand, Italy and the English Romantics, op. cit. p.82 
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Orlando Innamoreto is strengthened by his reverential 
reference to Berni, accuring in the context of tlie style of 
Bcppo: 
Coker's is a good guess, but the style 
is not English, it is Italian - Berni 
is the original of all,-^  
This study of Berni fascinated Byron a lot and made him feel 
that it's high time he switched on to this satiric mode and 
it is manifest in his idolatrous account of Berni and the 
Italian satiric mode. 
Berni is the father of that kind of v;riting, 
v;hich I think suits well our Language, too 
very well, v/e shall see by the experiment. 
If it does I'lll send you a volume in a year 
or two, for I knov? the Italian v;ay of life 
well, and in time you may know it yet better; 
and as for the verse and the passion,_ 
I have theni still in tolerable rigour 
In '^Jarch 1818, Byron seems to have come across another 
Italian work after going through V.'illiam Ste\,'ard Rose's 
translation. The Court end the Parliament of Beasts, frcc-ly 
translated from the Animal Parlanti of Cast! and in these 
words recorded his fondness, "Rose's Animal! I never saw v.-ill 
3 
a few days age - they are excellent" 
On reading Casti's another work, Novelle Amorose Byron felt 
the same delight as major Gordon reports, 
I happened to hove a copy of the Kigvelle 
Amorose of Casti, a severe satire on monks, 
v;hich Lord Byron had never seen. 1 prercnt'-d 
hini v;;'th it, and in his letters to me from 
Gcnevr he v/rites, "I can not tell you v:hat o 
1. Lettrrs, Vol. IV, p. 217 
2. Ibid, Vol. Iv, p. 217 
3. Ibid, Vol. IV, p. 217 
:dH 
treat your gift of Costi has been on me; 
I have almost not him by heart. 1 had read 
his Animali Pari an ti but I thin): these 
ITovelle much better"^. 
Similarly, Byron's reply to John Herman Mervile v.'ho had 
published Orlando in Roncesvallcs/ a poem in Ottova rima 
inspired by ci close study of Pulc5s Horgante Maggiore, 
reflects v.'ell Byron's fascination for the form, particularly 
Ottova rima: 
I have redde (Sic) Roncesraux v;ith very 
great pleasure, and ,,, see very little 
room for criticism ... Your measure 
(Ottova rima) is uncommonly v.'ell chosen 
and wielded 
Byron's following comment on Pulci's Morqante Maooiore, 
not only expresses his adulation of Fulci, but also points 
out his insightful study of the Italian literature: 
,,, the yiorgante I-'aggiore, ,,, is the 
parent, not only of V7histle craft, but 
of all jocose Italian poetry 1^  
The same veneration vjhich Eyron had for Fulci prompted 
him to translate the first canto of Pulci's Morgante 
Hagqiore, v;here he describes him to be "The precursor 
4 . 
ana model of Berni' m his Advertisement to the poem, and 
5 
to refer to him as the 'Sire of half serious rhi.'me' 
Moreover, Byron also studied Lord Glenbervi's Translation 
from Italian of Fortenuerri the first canto of Ricciardetto, 
with an Introduction concerning the Romantic Buries.ue, and 
Mock :'ieroic Poets serves as another indicator in his growing 
1. Pryse Lockhart Gordon, Personal Ilrinoirs (Lend n, lo30) 
Vol. II, p. 328 
2. Letters, Vol 111, p. 5. 
3. .Ibid , Vol IV, p. 407. 
4. Poetry, Vol. IV, p. 283 
5. Ibid, Vol. VI, p. 184 
':?:< 
fondness for the Jtalian satiric mode: 
I have oot Lord Grenbervi's book, 
which is very amusing and able upon 
the topics which he touches upon 
and port of preface pathetic-*-. 
Byron v/as looking for a fit style which could give v;ay 
to flexible mode of v.'riting and in his study of Italian 
literature and medley poets in particular made him realize 
his shortcomings and limitations in trying to imitate 
Popean satiric mode and v;ith the composition of Beppo 
he broke av;ay from the narrov; Popean mode and sv;itched 
over to the Italian satiric mode, which offered to him 
freedom, largeness end greater facility of e>ipression. 
In fact, the flovjering of Byron's satiric genius only took 
place after he freed himself of the outdated Popean mode 
and sv;itched over to the r.irthful Italian style of satire. 
Having freed himself fron^ . the self-imposed shackles of the-
\-.'ornout 18th century satiric idiom, Byron came forward v/ith 
Beppo followed by the magnum opus Don Juan and The Vision 
of Judgement, marking abandonment of the Popean satnric 
manner and bringing multifarious changes in conception of 
his satiric mode. This sv:erving does not merely stand for e 
turning av;ay from the olc" style and mariner. VJhat dif'crcn-
tiates bot\,'Ccn the ecrly c^ nd later satiric modes is tliot 
Byron's satire v:hich had been normative and hypercritical 
in t]-ie Fopoan sense cot concerned witli r-^ rsential!'v cu.itur^ i] 
1. Letters, Vol. VI, p. 50. 
:w 
and political issues end all the things English. Th. la-ccr 
satires veer fron the hypercritical review to a pcr;nissivc 
and iBoching presentation of human absurdities treated v;ith 
amusement ana regret replacing blighting sarcasm. Byron's 
satiric manner of this phase is marked by a kind oi playful-
half gayety and half mockery. Instead of the posturincs of 
a moralist, Byron the satii rist emerges to be a part of ell 
v;hat he presents disgusting and laughable. Tolerance is, 
perhaps, an appropriate v.'ord to sum up the chief quality ol 
Byron's later satiric manner though, at places actuated by 
personal motives to avenge, it dv;indles into cynicism. 
Follov;inc the satiric traditions of the Italian medley 
poets, Byron introduced colloquialism, digr^-ssions and 
Ottava rima in his satiric mode end their adaption went 
along way to bring the change for good in his satiric manner. 
By relying on colloquialism Byron gives vent to his mobile 
personality. The emploiTnent of street language enables 
Byron to record efficaciously his o\-m sliifting moods from 
piety to ribaldry, pathos to satife and gay to grave. For 
this collocuialism frequented in his later satiric mode 
Byron of course is indebted to his study of the Italian 
serio-comic poets, 1 have discussed in detail in my IV and V 
Chapters to what extent Byron was successful in introducing 
the Italian tradition of collocuialism and digressions v.'ith 
special reference to Don Juan. 
:u 
Beside collo«uialis.ift, another Italian satiric 
tradition of digressiOiffe contributed chiefly to infuse 
the spirit of self expressiveness v.'hich Byron coreted. 
Due to those digressions Byron frees himself of the artifi-
cial tone that ofteji grows distasteful in satires of 1809-
1814. Through an apt handling of the digressions, Byron's 
satire displays brisk transitions from gayety to seriousness, 
and facetiousness to sober meditativeness. Those vagories 
give him a chance now and then to co-nment frecuently and 
freely as v/ell on the issues that }:cpt haunting him at the 
back of his mind. 
The study of the Italian medley poets and this style 
of v.'riting revealed to Byron the adaption of Ottava rima. 
\.'hat Byron could not express due to the narro\.' conventiona-
lities of the heroic couplet v:as not possible for him to 
state freely, D-.'e to the use- of Ottava-rirr.a, Byron not only 
attains freedom, largeness and greater flexibility and 
verstality by making his idiom the vehicle for sliifting 
moods as well as vigorous satire along with the accomplish-
ment of on interlinking of a stanza to another \iith a 
remarkable continuity and flowing effect. In the hands of 
Byron, Ottava rima becomes collo«uial anc^  conversational, 
serving him as a facile, medium for startling plunges from 
high seriousness to petty ludicrousness. Through Ottava rima 
Byron, at first accentuates sentiments by alternate rhiTnc and 
reinforces these by couplet or blows a burlesque bubble 
which is pricked by ludicrous rhyme and thus performs ironic 
deflation of sentimentalism. Epigranimatic wit on v;hich the 
reputation of a satirist rests is only found in his later 
satires and in its achievement the adaption of Ottava rima 
contributed a lot, for its couplet provides with an oppor-
tunity to burlesque the material through epigrammatic 
wit in 'the couplet. 
The factors which led to Byron's success as a satirist 
while writing in the Italian mode of satire can be easily 
ascertained. Firstly the flexible mode was suited to Byron's 
satiric temperament. In fact all possible moods of his mobile 
personality find expression in these poems, Byron's spirit 
was essentially Romantic and the Popean mode by then had grov:n 
too static and could not cope v;ith encompassing Byron's 
essentially Romantic spirit. And this found outlet in the too 
flexible satiric mode of the Italian medley poets which allov:s 
self expressiveness. This flexible mode was in confirmation 
V7ith the sensibilities of his age. The Edinburgh Review could 
not find any draw backs v/ith Byron's nev.* mode of satire ^nd 
recorded the following note or the manner of Beppo 
••• it affects a very curious and complete 
specimen of a kind of diction and composition 
of which our English Literature has hitherto 
afforded very few examples ... there is 
something very cnoacinrj in the unifonTi c-ay-^ ty, 
patience and good human of the author - snc 
something still more st"rik.2nn ?^nd od'-.ireble 
in the mate;.If cs facility with v.'hich he hac 
cast into regular, ?_nd even difficult versi-
fication the unmingled unconstrained and 
unselected language of the most linht 
familiar and ordinary conversation^ 
1, Edinburgh Review XXIX (February 181S), p 302, 
Xi 
Another influential journal of the day Monthly Rcvievj 
remarked; 
His sotire, ,,, is good humoured and 
often well pointed, he throws about 
his observations in a lively strain. 
In the light of the above discussion it can be observed 
that ha*d not Byron changed his mode of satire from the static 
Popean mode of satire he vrauldn't have been able to shov; his 
hidden genius in the form of the new lively and remarkably 
flexible Italian satiric mode. The changes that took place 
in his satiric mode broadening and maturing his satiric 
convenience as a result of his study of the Italian mode 
of satire are the attainments of - Informality of style, 
mocking manner, romantic dynamism, unity between the surface 
of the story and the underlying playful banter, colloquialism, 
self expressiousness, spontaniety true voice of feeling 
spirit of burlesque, humourous gravit -, consuTniate master\^ 
over diction, vagories from patl»os to laughter, seriousness 
to drollerly simplicity of faith to vigorous deatribe, and 
tender passion to cynical mocker^', facility of rhyming, 
tolerant traditions of satirizing, conversational mode and 
shifting moods - realistic flippant, reflective, sardonic 
colloquial and yet poitic. These changes serve as a nile?tone 
in Byron's satiric career as a poet, and give him ?. r.cx-: 
position among the Great English sati-tists. 
CHAPTER - i:i 
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Byron v;as loolcing for a fit and. cifff'rent style v.-hicli 
COM1C3 give rooxn to self expressiveness and spontanicty -
his study of Italian literature and the medley poets in 
particular suggested to him a flexible mode of v:riting, 
VJith the composition of Beppo he broke av/ay from the Por>can 
mode and sv:itched over to the Italian satiric mode, in 
composing Beppo^ his first satiric venture in the Italian 
saritic manner. Lord Byron was inspired by John Kookhen Frere 
and also by his readings of the Italian medley v;orks. The 
obliqation to Frere Byron clearly records in a letter of 
Oct 12, 1818, to his publisher, outlining the origin and 
model of his attempt to write Beppo; 
I have since written a poem (of PA octave stanzas) 
humourous in or after the excellent manner of 
whistle Craft (whom I take to Frere) on a 
Venetian anecdote v;hich amused me,^ 
Byron's letters and some extracts from them also confirm that 
although in writing Beppo he v:as ins-^ ired by Frere, he v;as 
also inspired by his readings in the Italian medley v:orks 
",,, Beppo ••• is no more than an imitation of Pulci and of 
a style common and exteemed in Italy"2, 
Commenting on the style of Beppo he remarks in the same vein; 
Coket's is good guess, but the style is not 
English, it is Italian, Berni is the originbl 
of all^ ^ 
Robert Southey, though critic of this satiric manner, traces 
its origin to the Italian poets: 
1' Letters, Vol. IV, pp. 172-3 
2. Ibid, Vol. V, p. 283 
3. Ibid, Vol. IV, p. 217 
X) 
"A fashion of poetry has been imported which 
has had a great rtm, ... It is of Italian 
growth, - an adaptation of the manner of 
Pulci, Berni and Ariosto in his sportive 
mood, Prere began it ••.. Lord Byron 
immediately followed;, first v;ith Beppo ..."^ 
Thus, as the evidence shavts, Byron fascinated by the study 
of Italian serio-comic poets and Frere, composed Beppo 
in a new satiric mode which serves as a milestone in 
Byron's career as a poet and is a pre-fude to his magnxim-
opus, PQ-n Juan. 
Byron wasn't sure how his satire will be received 
and by this time had become quite cautious to make a new 
experiment. So in a letter to his publisher, he insists 
that Beppo must be published anonymously: 
"I have written a story in 89 stanzas, an 
imitation of him, (Frere) called Beppo •••^ 
but you had better publish it anoninnously"* 
But since the new mode of this playful satire suited 
well Byron's satiric genius and also the sensibility of 
the age, it V7as received well. The immense popularity of 
Beppo can be best judged in the light of the comparison 
provided by the publisher, John Murray, between the sale 
of Byron's Beppo and Frere's V?histlecraft, 
"Ih have just put forth two more cantos of 
TTHistlecraft - which the knowing ones think 
excellent and of which the public think 
nothing for they cannot see the drift of it, 
I have not sold 500 copies of the first part 
(Frere's VJhistlecraft) yet; and of Beppo, 
I have sold six times that quality in sixth 
part of the time, and before, indeed it is 
generally known to be yours" 
!• The Life and Correspondence of Robert Southey ed. C C • 
Southey, (London, 1849-50) Vol. V, p. 21. 
2. Letters, Vol. IV, p. 176 
3, Samuel Smiles, A P^ iblisher and his Friends. Memoir 
and Correspondence of the Late John Murray (London, 1891] 
Vol. I, pp 393-4. 
:w> 
Besides the above information stating the popularity of 
Beppo even the leading periodicals of the day affiirmed 
the welcome accorded to Byron's changed mode of satire. 
Even in some hypercritical journals .of the day, apart from 
objections raised against the morality of the poera, they 
invariably, approved of the change, for instance, an 
unsigned review in the Monthly Review observed. 
"His (Byron's) satire, though at times little 
vulgar tinged with vulgarity, is usually 
good humoured and often well pointed, he 
throws about his observations in a lively 
strain; and it is very amusing to remark, 
how everything of which he speaks of or 
thinks becomes the immediate thesis of a 
new episode of playful moralizing" . 
The anonymous reviews of Beppo in the Eclectic Review 
subscribed to the same view: 
"The poem (Beppo" is of the burlesque kind, 
and were it not that it is licentious in its 
moral, ,,, it might serve very well to laugh 
through after dinner. There is a happy 
whimsicality in some of the rhymes, and now 
and then a stroke of hvtmour and satire, which 
vill succeed with the good natured reader, ,.,"^ 
Even Jeffrey praised Byron's new satiric mode of Beppo, 
in his review of the poem pxablished in the Edinburgh Review 
a journal noted for its antagonism towards Byron: 
••• there is something very engaging in 
the uniform gayety, politeness and good 
humour, ••• The style of (Beppo) ,,, is, 
no doubt, occasionally satirical and witty 
and humorous, ... far more gay then poignant 
and is characterized ... by its constant ease 
and amenity «.•• The great charm is in the 
simplicity and naturalness of the language, 
... running on in an inexhaustable series 
of good easy colloquial phrases, ... the 
greater part of (Beppo) is very pleasant, 
amiable and gentlemanlike^ 
U Monthly Review, LXXXV (March 1818) p. 283 
-2. Electric Review, IX (June 1818) p. 555 
3. Edinburgh Review, XXIV (Feb, 1818) pp. 302-4, 406-7. 
'M 
After his self-imposed exile from England/ Byron settled 
in Italy and found this countiry congenial. Byron who had 
led a traumatic life in Englad, felt at ease in Italy and 
was too delighted to be in a country with a lax moral code 
as he states in a letter - "The state of morals in theye 
part is in some sort lax," 
Being an English peer and famous throughout the 
continent for his poem Childe Harold, Byron soon made his 
entry into the aristocratic circles of Italy and had an 
opportvinity to observe the social life from very close 
quarters, Byron's letter to Thomas Moore, dated 24 December 
1816 provides a clue to that "Venetian anecdote", which 
Byron refers to as the basis of his Beppo. At Milan 
Byron met Colonel Fitzgerald and was acquainted v;ith the 
following amusing anecdote. 
Col, (Fitzgerald), ,,. fell in love with the 
Marchesa (Castiglione), and she with him .... 
The war broke out, he returned to England; 
••• In the year 1814, Col, who flinging himself 
full length at the feet of Mad., murmured forth, 
in half forgotten Irish Italian eternal vov;s of 
indelible constancy. The lady screamed and 
explaimed "Who are your". The Colonel cried, 
"What don't you know me, 1 am so and so," ,., 
till at length, the Marchesa, mounting from 
reminiscence to reminiscence, through the lovers 
of the intermediate tv;enty five years, arrived 
at last at the recollection of her povero 
sub-1ieutenant 
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To Marchand the origin of Beppo story lies in v:hat Byron 
and Hobhouse heard from Mariana Segat, The account rendered 
' I l«l • •» I •111 I .1 I |IMI Mil— I I III >• » • — ! • ! • • ! • • < • I I — I III • • ».W II,• I I I . n i l • • . — I — • 
1, Letters, Vol. Ill, p. 385 
2, Ibid Vol, IV, pp 26-7 
3, Leslie, A. Marchand, Byron's Poetry: A Critical 
Introduction, op. cit. p. 146 
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by Dr. Henry Muir in th^p context throv/s more light on 
this "Venetian anecdote?. According to Muir, 
Speaking of ^ g ^ # he (Byron) told me he 
had composed Beppo in two days. He (Byron) 
was dining at a nouse in Venice one day. 
VJhen the host recounted the story as 
having happened in a Pallaze nearby Cor 
in the one they were in, I forget v;hich, 
"The story was told with a good deal of 
naivete and it pleased me. That night I 
went home to my house on the Brenta, and 
on the third morning after, I presented ^ 
Beppo to Hobhouse who was v/ith me, to read 
Whet struck Byron the most about the anecdote v/as the 
laxity of the Italian moral providing him with an oppor-
tunity to control it with the supposed moral rigidity of 
England, The anecdote is itself a more pretext around 
which are spun many digressions aiming at the ironic praise 
of England, Hovrever, the satiric tone is too gentle and 
amusing. Through colloquial idiom, octave rhyme and 
digressions, Byron expresses himself freely and expresses 
his hatred for all that stands for hypocrisy, debasement 
and despicable continental morals with great facility in 
a mocking style, 
Byron opens his poem making fun at the festival 
sanctified by religion and exposes the Italian society as 
such. Like the Italian medley poets he makes a vigorous 
yet mocking exposure, 
,,, that throughout. All countries of Catholic 
pursuasion. Some weeks before Strove Tuesday comes about 
ITlth fiddling, feasting, dancing, drinking, masquing 
And there are songs and quavers, roaring, humming,^ 
1. Letter^. Vol, VI, Appendix VI, p. 430, 
2. Poetry, Vol. IV, p. 159 
:ui 
And this js followed lay iea'excellent show of epigrammatic 
wit through which he manages to extricate himself from the 
charge of being irreligious. 
•But no one in these parts may quiz the Clergy/ . 
Therefore take heed, ye Freethikers I 1 charge ye' 
Alluding derisively to the sensuality of Christians, Byron 
reveals that r.ince during Lent, they have "to live for forty 
days pn ill-dressed fishes", for them Lent is "A thing which 
causes many 'poohs* and (pishes* (VII)"^. 
Byron passes on to the description of Venice (X), beauty 
of the Venetians (XI) and Venetian v^ omen (XV), who "are 
mostly very pretty". After tv.'enty stanzas of digressions -
a technique borrowed from the Italian medley poets to enable 
him to comment frequently on v-hat's at the back of his mind, 
Byron takes up the actual story but once returns to a darkly 
serious description of carnival. 
• •• VJhich was at its height and so 
were all kinds of buffoonery and dress; 
(XXI)^ 
A Lady name Laura of "a certain age" (XXII) who looked 
extremely well where'er she went, "(XXIII) and digressing 
from the real plot, Byron gets a chance to deride the 
continental ways of matrimony for 
... in Christian countries its a rule 
To view their little slips with eyes more 
lenient; VJhereas if single ladies play the 
fool, (Unless within the period intervenient, 
A well timed wedding makes the scandal cool.) 
(XXIV)* 
1. Poetry. Vol. IV, p. 160 
2. Ibid, Vol. IV, p. 161 
3. Ibid, Vol, IV, p. 166 
4. Ibid, Vol. IV, p. 167 
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Laura "was deemfed a wproan of the istrictest principle" (XXVI) 
but her real self is an entoodiment of consummate hypc5^risy 
for after the departure of her husband, she 
Could not sleep with ease alone at night; 
And so thought it prudent to connect her 
with a Vice husband, chiefly to protect her 
(XXIX)^ 
And the one whom she chose was such that 
His heart v?as one of those v;hich most enamour us. 
Wax to receive, and marble to retain^. 
Commending on Laura's "Cavalier Servente", Byron in a 
humourous vein comments on the moral depravity of the society 
Besides, v;ithin the Alps, to every wor.an, 
(Although God hnows it is grievous sin,) 
(it is, I may say, permitted to have tv7o 
men. 
But "Cavalier Ser\^entes" are quite comnon. 
And no one notices or cares a pin; 
And v;e may call this (not to say the v;orst) 
A second marriage which corrupts the first, 
(XXXVI) 
Contrasting the Italian women v;ho "being natural, naturally 
please", (XXXVIII) with English budding Miss (XXXIX), Byron 
speaks of the latter in a scoffing style; for she's 
Shy and awkward of first coming out. 
So much alarmed that she is quite alarming 
Besides they always smell of bread and butter 
(XXXIX)^ 
1. Poetry^ Vol. IV, p. 169 
2; Ibid, Vol. IV, p. 170 
3. Ibid, Vol. IV, pp. 170-1 
4.* Ibid, Vol. IV, p. 172 
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Byron once again reverts to the "Cavalier Servente" theme 
and derisively outlines bis assignments which are 
Coach, servants, gondala he goes to call 
And carries fan, and tippet gloves and shawl 
(XL)^ 
But still to Byron "Italy's a pleasant place" (XLI) for 
its Autumn evening to ride out" and "green alleys" (XLII) 
whereas 
In England it V70uld be dung, dust or a droy 
(XLII)^ 
So as regards the scenery, he prefers Italian to "London's 
3 
smoky cauldron" , Byron spares no chance to assail things 
which happen to be English and to him "Soft bastard latin" 
seems far better than "our harsh northern whistling, 
grunting guttural". (XIIV) . This torrent of scorn culminates 
into the following stanzas comprising things English that 
Byron alludes disdainfully, for example, the government, 
the freedom of the press and cuil and' 
• •• the taxes v/hen they are not too many, 
I like sea coal fire when not too dear, 
I like the weather when it is not rainy. 
That is I like two months of every year. 
And so God save the Regent, Church and King, 
Out standing army, and disbonded seamen. 
Poors rate. Reform, my o\jn, the nations debt 
our little riots just to show we are freemen 
Our trifling bankruptcies in the Gazette 
Our cloudy climate, and our chilly v;omen 
(XLVIII-IX)^ 
Vol. IV, p. 172 
Vol. IV, p. 172 
Vol. IV, p. 173 
Vol, IV, p. 173 
Vol. IV, p. 175 
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2, 
3. 
4, 
5. 
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Ibid, 
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In Beppo Byrort waa-IWare that he had found a 
congenial nc-dium at last,' in that it seemed to give freedom 
for the expression of the facets of his mind and emotions. 
He desired if the public v/ould accept it he would expand his 
creative activity immeasurably, though he was not completely 
aware that it was for him a form more suitable and 
satisfactory than the heroic couplet. 
Byron's experiment with Beppo was upto Byron's 
expectations and it was a big encouragement leading to his 
composition of "Don Juan" - his masterpiece satire. Beppo 
predicted that in Don Juan too the influence of the Italian 
poets will predominate but this prediction can be confined 
only to the early cantos of the poem. In the later cantos 
of Don Juan Byron revitalizes the Popean satire. The 
passion which Byron had for Pope lasted in this later phase 
too, Byron's life long admiration and vast readings in 
Pope's works had influenced him a lot and he incorporates 
the same in Don Juan. 
CHAPTER - IV 
INTRODUCING 
THE ITALIAI-7 TRADITION 
OF 
COm?QUIALIS|>l AICD DIGRESSIONS 
1^:^  
Encouraged by the good success of Beppo Byron v;ho was 
already contemplating another poem in that spirit announced 
the composition of 'Don Juan', He worked out the plan of 
the poem but kept it back till he was sure that Beppo would 
please and win the general acclaim. The experiment he made 
through Beppo proved rev/arding and encouraged by its success 
Byron conceived 'Don Juan'. This poem appealed to Byron 
as a medixim for telling the truth in a more transparent 
way that he had ever attempted before. He insisted on that 
again and again both in the poem and in his conversation 
and letters, "But I hate things ell fiction," he wrote to 
John Mvrray. "There should always be some foundation of 
fact for the most airy fabric, and pure invention is but 
the talent of a liar" And he tolc Lady Blessincton 
"... I always v^ rite best v.'hen truth inspires 
ne, and rr.y satires v.'hich are founded on 
truth, have more spirit then all my other 
productions ..." 
And again he vjrote to Murray-
"Almost all Don Juan is real life, ^ 
either my o\m, or from people I knew" 
Byron knev: hov; to borrov; effectively from others; the 
reflections of his ov;n experience are more fitful end less 
direct - in some cases can only be guessed at, Byron, ov.'ing 
to the study of the Italian medley, poets, found for himself 
a satiric mode vJhich offered to him freedom, largeness and 
1. Letters and Journals, IV, 93. Letter of April 2, 1817 
2. Blessington, Conversations of Lord Byron, pp. 266-257 
3. Letters, Vol. V, p. 346, 
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greater facility of expression. A study of the influence 
of particular Italian serio-comic poets may illustrate 
•well the extent to which the change took place in the 
conception and execution of Byron's satiric mode. 
In Matteo Maria Boiardo's Orlando InnarooratO/ the 
characters, Argalia, Orlando, Rinaldo and Agelica undergo 
a series of adventures which are well and skilfully 
interwoven and the poem offers an incessent delight of 
inexhaustible inventiveness. In the hands of Francis Berni, 
the poem metamorphosed and got enriched with self-
expressiveness for example, in the follov;ing passage 
translated by Leigh Hunt 
The man, for all that, was a happy man. 
Though not much; indulged no gloomy fit; 
Folks wished him well ,,. 
Perfect mastery of style and diction are its outstanding 
qualities and in his Rifacimento of Boiardo's Orlando InnarrKpra 
to, Bemi disfigures romantic for the sake of heightening 
comic effect and adds the h\amorous spirit, Byron, already 
familiar with Berni's Rifacimento was influenced by it and 
opts for providing an introduction to all the cantos of 
the poem''. 
Similarly medi^tive discussions at the beginning of each 
canto are also in the Bernescue tradition^. The technique 
of interlinking the cantos through indicating the theme of 
1. Richard Garnet, A history of It£-lian Literature 
(London 1898), p. 205. 
2. Poetry, Vol, VI, pp 11, 82, 143, 218, 264-7, 401, 
429, 457, 4C1, 519, 545, 574 & 609. 
3. Poetry, Vol, VI, pp. 82, 143-5, 269-70, 302-4,330-1, 
377, 400-1, 427-8, 481-3, 516-9, 544-5, 572-3 & 608-9. 
^V) 
the next canto at the end of a canto, Byron puts 
forv;ard in his poem Don Juan, and it is a direct borrowing 
from Berni's Rifacimento. More than this the desire to 
put in self-expressiveness in a poem was fulfilled and 
Byron made much of Berni's poems in this respect. 
Girovanni Battista Casti is another leading Italian 
medley poet who weilded a great good deal of influence on 
Lord Byron's satiric mode. In its design, Casti's Gli 
Animali Parlanti is a kind of parody of epic poems 
running into twenty six cantos and is a satire on the 
abuses of society. It satirizes political life of his days 
beneath a veil of allegory. Byron ovjes a lot of Casti 
in castigating contemporary politics, and literature 
denouncing tyranny and superstitiousness, free handling 
of the octave rime and easy going tone. So are Juan's 
experiences in the court in Don Juen too akin to Colodio's 
in Novella of Cgsti's Novelle Galanti, Moreover, Catherine 
is portrayed as a flirt, morally debased end amorous in 
2 
Don Juan , Byron follows Casti's traditions of XL Poema 
Tartaro, The motives of sctire in Castis Animali Parlanti 
are love of liberty, hatred for vjar which also happen to 
3 be Byron's mam targets of satire in Don Juan . Byron is 
indebted to Casti not only for the thematic similarity but 
also for realism, colloquial style and the mingling of 
the gay and the serious. 
1- Poetry. Vol, VI, pp, 388-99 
2. Ibid, Vol. VI, 294, 389, 391, 393, 394, 396 
3, Ibid, Vol. VI, pp 367, 381, 550, 575, 308 
w 
Before going into the detailed discussions of Byron's 
targets of satire which bears a close similarity to the 
targets of satire of Casti, we must also have an idea of 
how Pulci influenced him, Pulci too influenced Byron in 
giving .him the motives and targets of satire but moreover 
Byron's genius lies in borrowing of the humorous and racy 
language, presentation of romantic tales in a realistic and 
mocking vein, use of common languages, employment of a tone 
marked by affected hximility, abrupt transitions and 
digressions of the narrative. The real importance of Pulci's 
influence on Byron lies in bringing about a change in his 
satiric manner - marked by a kind of playfulness. 
In a successful show of inventiveness, another Italian 
medley poet, Ariosto offered much to Byron, for Ariosto's 
Orlando Furioso, displays unrivalled brilliance of the 
creation of new character, disposition, presentation and 
interpretation of the materiel he found in his sources. In 
his book on Ariosto,Brand supports the above contention that 
Ariosto also contributed to the attainment of the technical 
excellence of Don Juan; 
,.. Don Juan, and J H Frere in his 'Monks and 
the Giants*, two poems closely influenced by 
the Italian poetsl 
Byron was captivated by the Italian mock heroic satirical 
poetry which to Garnett 
1, C P Brand, Ariosto (Edinburgh, 1974) p. 55. 
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aims at good humoured raillexljt-xather than 
scathing vehemence or corroding virulence;-'-
and is characteriz^ed by a picturesque, tuneful rhyming 
octave, offering greater facility of expression and that too, 
self-e5:pressiveness, Byron was looking for a medium like 
this and his satiric genius bloomed after he switched over 
to the mirthful italit^ n mode of satire from the old style 
and manner. 
In Don Juan we find that Lord Byron follov;ed the 
satiric traditions of rhe Ir^lian medley poets and intro-
duced colloquialism, digressions and ottove-rima in his 
satiric mode. By relying on colloquialism Byron gives vent 
to his mobile personality. The employment of street language 
helps and enables Byron to record efficaciously his own 
shifting moods, from piety to ribaldry, pathos to satire and 
gay to grave. 
It v;as in Italy, Byron found another tradition itself 
older than the comic epic - that of the popular tale and 
ballad, and of extempore topical as satiric verse. This 
discovery vjas already made in Beppo. 
But what did Byron xinderstand by the name "improvi-
satore" ? There was a tradition of comic oral verse in 
which Byron is said to have encountered a celebrated 
example,Biaratti and Stendhal v;ho describes this, claims 
that it influenced Beppo and Don Juan. In Italy it was a 
social custom describing Italian manners which he records: 
1. Richard Garnett, A history of Italian Literature 
op. cit. p. 203 
m 
After their dinners and suppers, they make . 
extempore verses and buffoon one another ... 
It may be that v^ hen Byron claims to "feel the 'Improwisatore' 
he is using the term appropriate to the conversational mode 
of the poem. He valued his poem more because it gave him the 
opportunity to voice his random thoughts and playful modes 
as in conversation. As late as in the fifteenth canto he 
was defending his digressions in this manner and in a style 
that despite the rhyme was strikingly conversational 
And never straining hard to versify 
I rattle on exactly as I'd talk 
with anybody in a ride or walk 
.. • 
I don't knov7 that there may be much ability 
shown in this sort of desultory rhyme; 
But there's a conversational facility, 
Vlhich may round off an hour upon a time 
of this I'am sure atleast, there is no servility 
In mine irregularity of chime, 
which rings whats appermost of new or hoary 
Just as I feel the Improwisatore. 
(Canto XV, 19-20) 
The discovery of this style made Byron avrare of the possi-
bilities of it6 freedom of form. This style allows him to be 
himself or atleast a kind of project self, in the easy 
but subtle two way traffic of a conversational mode. He 
confronts the reader as a talker, "Don Juan", Miss Boyd 
remarks, "should alv;ays be read as if Byron were reciting 
it, impromtu, in an after dinner company". It is an art 
"improvised" (like Sgricci'.s) but comic (like Buratti's) 
and informal (like Pulci's), 
1, Letters, Vol, IV, p. 408 
V,i 
Yeats in his later years detected in Lord Byron 
something very lilce his own adoption of "The syntax and 
vocabulary of cora-non personal speech"-*-. And in reaction 
against those who would escribe the liberation of Byron 
in Beppo and the later poems too exclusively to the influence 
of "Whistle Craft" and the Italians, Bottrall, in his 
seminal essay, have rightly emphasised that Byron is also 
indebted to a native "Colloquial tradition", already fully 
present in his prose, and backed by the discipline of Dryden 
and Pope, whom he reverred: 
The amazing variety of tone and the tremendous 
rhythmic energy of Don Juan came from Byron's 
complete understanding of the spoken language ... 
He went back to Pope to learn precision of 
statement and the problems of relating technique 
:to material, and to Dryden to learn how the 2 
complete resources of the language might be enlisted 
The "Colloquial tradition" is not only a literary but a 
social one and the "Colloquial" poet in this sense, is one 
who retains the feeling of Colloquialism, the free give and 
take of easy conversation. Byron always has access to this: 
It is in the recorded conversations, and he was accustomed 
to writing a form of it in his letters, with their range, 
flexibility and sparkle. It is occasionally evidenced in 
the earlier poetry - for exan^ ple in a couplet from 
Hints from Horace; 
Dogs blink their covey, flints v/itl.hold the spark. 
And double barrds (damn them I) miss their mark. 
On this Moore comTients that it "is amusingly characteristic 
of that mixture of fun and bitterness with which their author 
1. W B yeats. Letters, ed. v;ade (1954) p. 710. 
2. Abrms, "English Romantic Poets" p. 221 
fiO 
sometimes spoke in convejrsation; - so much so that those v;ho 
1 
knew him might almost fancy they hear him utter the v;ords" , 
And Jump points out the continuity betv-een the prose and 
the later poetry -
In.fact, these poems, in their variety, their 
exuberance, their informality, and their hamour 
are palpably the work of the author of the letters 
and journals . 
The letters are a part of the 'Conversational facility' v.'hich 
Byron associates with the "Improwisatore", and he tells us, 
I pearch upon a humbler promontary 
Amidst life's infinite variety: 
Vlith no great care for what is nicknamed glory 
But speculating as 1 cast mine eye 
On what may suit or may not suit my story. 
And never straining hard to versify, 
I rattle on exactly as I'd talkj 
VJith any body in a ride or walk 
Besides Colloquialism, another Italian satiric tradition of 
digressions Byron borrovjed from the Italian medley poets 
In Beppo Byron had already practiced the device of comic 
digression and in Don Juan, he exploits it to the full and 
it contributes chiefly to infuse the spirit of self-
expressiveness which Byron had always desired. One of the 
features of the ^oem^Don Juan, that may strike at first as 
mere comic end even v;himsical is the v/hole technique of 
commenting on the v:riting as it goes 'digressing about 
digressions', apologizing or explaining. Fielding and Stern 
whb'also equated writing v;ith "conversation" provided Byron 
with an example of digression used even more pervasively 
1. Hints from Horace, 11. 555-6. (Poetry, I, 427); Moore, 
Letters and Journals, p. 124 Cited. Rutherford p. 24, 
2. J D Jump, "Lord Byron", in The Pelican Guide to English 
Literature, V (1957) p. 245. 
3. Don Juan, Canto, XV, Stanza 19. 
Bl 
and informally, as a major part of the structure of the 
book 
Digressions, incontectably, are the sunshine, they 
are the life, the soul of reading I - t£ke them out 
of this book, for instance, - you mipht as v;ell 
take the book along with them; - •,. 
The general method of digression had already been consciously 
exploited in Beppo, and Byron is well aware thet he is using 
it as a distinctive part of Don Juan, claiming the same 
liberty as Sterne and Fielding, 
But let me to my story: I must own. 
If 1 have any fault, it is digression; 
Leaving my people to proceed alone. 
While I soliloquize beyond expression; 
But there are my addresses from the throne. 
Which put off business to the ensuing session: 
Forgetting each omission is a loss to 
The v;orld, not so great as Ariosto.2 
And so he speaks of himself as 'now and then narrating, 
now pondering', as the mood takes him. 
More seriously, he claims for poetry its traditional role 
as a moral medium, and makes this the special function of 
.his digressions -
O, pardon me digression - or atleast 
Peruse ! its always with a moral and 
That I dissert like grace before a feast: 
For like an aged aunt, or tiresome friend, 
A rigid guardian or a zealous priest 
My muse by exhortation means to mend 
All people at all times and in most places; 
VJhich puts my Pegarus to these grave paces,^ 
The actual amount of digressions are varied and surprising 
in different parts of the poem and M K Joseph in his Byron 
the Poet has given a clear and helpful statement of the same, 
1, Sterne, "Tristrom Shandy", bkl. Ch, XXII, cit. M K Joseph 
p. 195. 
2, Don Juan, Canto III Stanza 96 
3, Don Juap, Canto XII Stanza 39 
B'^ 
"The average of the vrhO^: poem is about one third; but in 
the earlier canto's (I-VIir - upto Ismail) Byron seems to 
have aimed at something more like a quarter. Sometimes it 
goes well below this in particularly active canto's, such 
as II Cthe shipv/reck) and V (the seraglio); only once coes 
it rise well above, it, in canto III (Jusn and llaidee), where 
it amounts to almost forty percent. But when Juan roaches 
St Petersberg, the percentage increases immediately shooting 
up to nearly sixty percent; Canto XII, v;ith its elaborated 
comments on women and marriage market carries'over seventy 
percent on e slender thread of narrative - the highest in 
the vjhole poem. None of the later cantos belovj about forty 
percent, except for XIII (about thirty percent and the last, 
XVI, which drops suddenly belov: twenty percent againStbut 
in thtse two, much of the material centred on Juan is 
concerned to broaden the social picture - Morman Abbey, 
the house party, meals Lord Kenry as magistrate rather than 
to advance the actual story" . 
It is not always easy to separate the narrative proper 
from commentary which rises out of it and may remain fairly 
closely entwined v:ith it; nor is it always an easy matter to 
separate commentary from "digression" properly so-called 
passages in which Byron temporarily takes leave of the story 
to make some personal aside or general statement, for which 
there is no immediate basis in the story. 
1. Joseph M K. "Byron the Poet" Part II Ch. IV p. 198 
rui 
Near the beginning 0f Canto V we find an extreme 
case like this on the nsms of "Mary", 
"I have a passion for the name of Mary 
For once it was a rriagic sound to me 
And still it half calls up the realms of fairy, 
VJhere I beheld what never was to be; 
All feelings changed but this was last to vary 
'A spell from which even yet 1 am not free: 
But I grow sad - and let a tale grow cold, 
VJhich I must not be pathetically told^. 
Byron is describing the view of Constantinople, and recalls 
Lady Mary VJortley's description of it. By a kind of free 
association, this sets off a brief reflection on the name, 
obviously the early infatuation and attachment to Mary 
Chaworth. It has no immediate relation to the story, though 
there may be a tenuous link to the mention of Petrarchan 
love three stanzas earlier; end Eyron immedietely checks it 
and returns to the story from the pathetic to the realistic 
mode. 
At other times, for ercample there is a passage in which 
Byron is describing the stormy coast of Haidee's Island. The 
image of creamy champagne, used to describe "The small ripple 
spilt upon the beach", sets him off into a digression in 
praise of wine and the passage v;here he prescribes hock and 
soda as a hangover cure. 
It was a wild and breaker-beaten coast, 
v;ith cliffs above, and a broad sandy shore 
Guarded by shoals end rocks as by on host 
V.'ith here and there a creek, v;hose aspect wore 
A better v/elcome to the tempest tost; 
1, Don Juan Canto V, Stanza IV, 
'^1 
And the small ripple spill upon the beach 
Scarcely overpassed the cream of your champagne 
V/hen O'-er. the brim the sparkling bumper screach 
That spring-dev; of the spirit I the heart's rain 
Pew things surpass old wine; and they may preach 
VJho please - the more - because they preach in vein, -
Let us have wine and women, mirth and laughter. 
Sermons and soda water the day after. 
Man, being reasonable, must get drunk; 
The best of life is but intoxication: 
Glory, the grape, love, gold in these are sunk 
The hopes of all men and of every nation; 
VJithout there sap, how branchless v;ere their bark 
Of life's strange tree, so fruitful on occasion 
But to return, - Get very drunk and v/hen 
You wake with headache, you shall see v;hat then: 
Ring for your valet - bid him quickly bring 
Some hock ahd soda-water, then you'll know 
A pleasure worthy Xerxes the great king; 
For not the blest sherbet, sublimed with snow 
Nor the first sparkle of the desert spring. 
Nor the Burgundy in all its sunset glow. 
After long travel, ennui, love or slaughter 
Vie with that draught of hock and soda v;ater^  
After this where he had set off into a digression he returns 
to the scenery -
The coast - I think it was the coast that I 
was Just describing - Yes it was the coast 
In these and many other cases, the substance of the digression 
can be related thematically to the poem as a v;hole; but its 
dramatic function in the immediate context is to keep alive 
our sense of the narrator, interposing him betv/een our selves 
and the story. 
1. Don Juan, Canto II Stanzas 177-180 
2. Ibid Canto II Stanza 181 
f]f) 
But there are many JlSnger and less simple cases e.g. 
the evening passage at the end of Cento III. This talces its 
point of departure from the actual situation of the lovers 
Juan and Haidee together in the twilight. But it shii^ ts from 
this to. evening angelus, the /%ve Maria* Byron's religion, 
the pine woods at Ravenna and Boccaccio's phantom huntsmen: 
T' our tale- Th:.' feast v;as over* the slaves gone 
The dv,'arf's and dancing girls had all retired; 
The Arab lore and the poets song v;ere done. 
And every sound of revelry expired; 
The lady and her lover, left alone. 
The rosy flood of twilights sky admired:-
Ave Maria ! O'er the earth and sea. 
That heavenliest hour Heaven is v:orthiest thee I 
Ave Karia ! blessed be the hour I 
The time, the clime, the spot, where I so oft 
Have felt that moment in its fullest pov:er 
Sink o'er the earth so beautiful and soft 
While swung the deep bell in the distant tower. 
Or the faint dying day hymn stole aloft. 
And not a breath crept through the rosy air 
And yet the forest leaves seemed stir'd v;ith prayer, 
Ave Maria I 'its the hour of prayer 1 
Ave MariaJ 'its the hour of loved 
Ave Maria1 May our spirits dare 
Look up to thine and to thy Son's above » 
Ave Maria ! oh that face so fair I 
Those down cast eyes beneath the Almighty dove 
What though 'it is a pictured image* - strike 
That painting is no idol, - 'its too like. 
Some kinder casuists are pleased to say. 
In nameless print ~ that I have no devotion 
But set those persons dov:n with me to pray. 
And you shall see v.'ho has the properest notion 
Of getting into heaven the shortest way; 
My alters are the mountains and the ocean. 
Earth, air, starts - all that springs from the great V?hol( 
Who hath produced, and will receive the soul. 
nlj 
Sweat hour of twilight 1 - in the solitude 
Of the pine forest, and the silent shore 
VJhich boiinds Ravenna's. inmemorial wood 
Routed where once Adrien v.'ave flowed o'er. 
To where the last Ceasarean fortress stood. 
Evergreen fore-st 1 VJhich Boccaccio's lore 
And Drydens lay made haunted ground to me 
How have I loved the twilight hour and thee 1 
The shrill cicalas, people of the pine. 
Making their summer lives one ceaseless song, 
'..'ere the sole echoes, save my steeds and mine 
And vesper bells that rose the boughs along; 
The spectre huntsmen of Onesti's line. 
His hell dogs, and their chase and the fair throng 
VJhich learned from this example not to fly. 
From a true lover, - shadow'd my minds eye. 
Oh, Hesperus ! thou bringest all good things-
Home to the v;eary, to the hungry cheer. 
To the young bird the parents brooding v/ings. 
The welcome stall to the O'erlabour'd steer; 
V.'hate'er of peace about our hearthstone clings, 
VJhatever our household gods protect of dear, 
• Are gathered round us by thy look of rest; 
Thou bringest the child, too, to the mother's breast. 
Soft hour ! which wakes the wish and melts the heart 
Of those who sail the seas on the first day 
v/hen they from their sweet friends are born apart; 
Or fill with love the pilgrim on his way 
As the far bell of vesper makes him start. 
Seeming to weep the dying day's decay; 
Is this a fancy which our reason scorns, ^ 
Ahi sure nothing dies but something mourns 1 
This leads on to a detached stanza about the flowers on 
Nero's tomb, 
VJhen Wero perished by the jus test doom 
VJhich ever the destroyer yet destroy'd. 
Amidst the roar of liberated Rome, 
Of nations freed, and the world overjoy'd. 
Some hands unseen strew'd flov;ers upon his tomb 
Perhaps the weakness of a heart not void 
Of feeling for some kindness done, when power 
• Had left the wretch an uncorrvpted hour^. 
!• Don Juan Canto III Stanza 101-108 
2, Don Juan Canto III Stanza 109 
l)f 
A lengthy process of jipsociation, governed by the general 
notion of twilight, h®^ led completely away from the lovers 
in the Cyclades, to the poet's actual present, the human 
affections, and the storied past. Having thus pondered at 
I 
length, Byron abruptly changes the tone and returns to 
the poem. 
But I am digressing ! what on earth has Nero 
Or any such like sovereign buffoons. 
To do with the transactions of my hero, -
More,than such madmen's fellow man - the moon's ? 
In other cases, the commentator consciously leaves the 
story in order to elaborate a kino of intellectual 
structure around it. An extended end formally defined 
example occurs in the middle of the Julian adventure, 
Eyron begins by inviting the reader to allow for the lapse 
of time b"twcen June and ITcvember, 
This licence is to hope tr.e r'acer will 
Suppose from June the sixth (the fetal day 
Without v:hose epoch my pontic skill 
For \-.'ant of facts would all be thrown away). 
But keep Julia and Don Juan qtill 
In "Sight:, that several months have passed; we'all say 
't v;as in November, but I'm not so sure 
About t e day - the era's more obscure.^ 
Byron then launches out six stanzas upon elaborate system 
of structural repetition and variation and using an 
extremely wide ran:.'c of references in praise of "first 
and passionate love", which make a lyric in themselves. 
1, Don Juan Canto III Stanza 110 
2, Don Juan Canto I Stanza 121 
f]H 
We'll talk of tliyiif."anon - 'Its sweet to hear 
At midnight otl-'||^ e blue and moonlit deep 
The song and oar leNTAdria • s gondolier. 
By distance meli.£m'd, o'er the v;aters sweep; 
'Its sweet to see the evening star appear; 
'Its sweet to listen as the night winds creep 
From leaf to leaf; *Its sweet to view on high 
The rainbow, based on ocean,' upon the sky. 
•Its sweet to hear the watch dog's honest bark 
Bay deep mouthed v;elcome as we drawn near home; 
•its sweet to knov/ there is an eye will mark 
Our coming, and look brighter when we come; 
'Its.sweet to be awakened by the lark. 
Or lulled by falling waters; sweet the hum 
Of bees, the voice of girls, the song of birds 
The lisp of children and their earliest words. 
Sweet ±B the vintage, then the showering grapes 
In Bacchanal profusion real to earth. 
Purple and gushing; sweet are our escapes 
From civil revelry to rural mirth; 
Sweet to the miser are his glittering heaps. 
Sweet to the father is his first born's birth 
Sweet is revenge - especially to women 
Pillage to soldiers, prize money to sea men. 
Sweet is legacy, and passing sv7eet 
The unexpected death of some old lady 
Or gentlemen of seventy years complete 
V.'ho^ ve made 'us youth' wait too - too long already 
For an estate, or cash, or country seat. 
Still breaking, but with stamina so steady 
That all the Israelites are fit to mob its 
Next ov/ner for their double damn'd past obits, 
'Its svreet to win, no mater hov.', one's laurels 
By blood or ink; 'its svjeet to put an end 
To strife; 'its sometimes sv/eet to have our quarrels 
Particularly v;ith a tiresome friend: 
Sweet is old wine in bottles, ale in barrels. 
Dear is the helpless creature v;e defend 
Against the world; and dear the school boy spot 
VJe ne'er forget, though there we are forgot 
But sv;eeter still than this, then these, than all 
Is first and passionate love - it stands alonc^. 
1, Don Juan Cato I Stanza 122-126 
2, Don Juan Canto I Stanza 127 
r)U 
The climax of this is^ f3h« use of images of the fell and 
of Prometheus, 
Like Adam's recollection of his fall; 
The tree of Icnowledge has been pluck'd 
-all's known-
And life yields nothing for then to recall 
VIorthy of this ambrosial sin, so shown. 
No doubt in fable, as the vinforgiven ^ 
Fire which Prometheus filch'd for us from heaven 
and these allow for a striking modulation of tone in the 
follov;ing stanzas which describe the imperfect and 
Promethean nature of Modern man, 
Man's a strange animal, and makes strange use 
Of his ovm. nature, and the various arts 
And likes particularly to produce 
Some new experiment to show his parts; 
-This is the age of oddities let loose 
V-Jhare different talents find their different marts; 
You'd best begin vith tiruth, and when you have lost you 
Labour, there's a sure market for imposture (I, 128) 
What opposite discoveries we have seen I 
(Signs of true genius, and of empty pockets) 
One makes new noses, one a guillotine. 
One breaks your bones, one sets them in their sockets 
But vaccination certainly has been, 
A kind antithesis to Congreve's rockets. 
With which the Doctor paid off an old pox. 
By borrowing a new one from on ox 
(I, 129) 
Bread has been made (indifferent) from potatoes 
And galvanism has set some corpses grinning 
But has not answered like the apparatus 
Of the Humane Society's beginning; 
By which men are unsuffocated gratis; 
,". VJhat v;ondrous new machines have late the spinning! 
I said the small pox has gone out of late; 
Perhaps it -nay be followed by the great 
(I, 130) 
1. Don Juan Canto I Stanza 127 
GO 
•Its said the gt^Os^t come from America/ 
Perhaps it niat]^  set out on its return, -
The population th^ jfe so spreads, they say, 
'Its gro\^ n hij^ time to thin it in its turn, 
V«ith war, or plagtie, or famine, anyv;ay. 
So that civilisation they may leem; 
And V7hich in ravage the more loathsome evil is -
Their real lues, or our pseudo-shyphilis ? 
(I- 131) 
This is the patent age of new inventions 
For killing bodies, and for savnng souls ... 
(I, 132) 
The effect of the whole passage is to lay out broadly 
several basic themes of the poem - the panaromic variety 
of human experience, the quality of passion, fallen men, 
the mixed nature of civilization. And although the general 
manner is assured and genial, there is also a sombre tone 
of mortality. 
Few mortals Icnow what end they would be at. 
But whether glory* power, or love or treasure. 
The path is through perplexing ways and when 
The goal is gained, v:e die, you Icnown - and then-
(I, 133) 
VJhat then ? - I do not know, no more do you -
And so good night - Return we to our story 
(1, 134) 
Byron as narrator, mediating betv;een the poem and the reader 
allows himself the widest range of moment. Thus we see 
that both digression and comment play their part in the full 
and complex development of the poem. Also for example 
Canto IX which is the most'digressive* cantos, the real 
incident of the canto is Juan's arrival at court and his 
meeting with the Empress. Yet around this Byron v;eaves a 
whole commentary on wars, just and unjust, and on oppression 
/ 
CI 
and tyranny, he states bis political credojr he links 
together his two main epics themes of love and v;ar, he 
describes the varied and paradoxical nature of love, and 
women's ambiguous role as destroyer and replenisher etc. 
The narrative is an asset itself, it is the sustaining 
element V7hich makes the poem possible, the picture from 
which the narrator takes off and to which he returns. 
The richness of the whole poem is due to the interplay 
betvreen the narrative and the comTientary, 
Now the ITarrator, we'll wonder ^^rho the person is ? 
Byron in a unpublished preface to his poem 'Don Juan' 
appears to be describing fully the person of the narrator. 
He appears to be a completely fictitious narrator, an 
old family friend but the fictious narrator very soon 
fades out, Byron allows the figure to fade out and by the 
end of Canto I the narrator bidding farewell to his youth 
and accepting middle age is Lord Byron himself. The 
narrator is Byron himself and most of the digressive passages 
are of course in some cases personal - In various passages 
scattered throughout the poem he adds more specific personal 
characteristics, he recalls familiar items from his own life 
and experience. As mentioned the digressive passages in the 
poem are to some degree personal - they imply attitudes 
v/hich help to build up stroke by stroke, the persona 
of the narrator. To these Byron adds more personal character-
istics like his liking for late hours and morning - slumber. 
I say, the sun is a most glorious sight: 
I have seen him rise full oft, indeed of late 
1 have sat up on purpose allthe night 
VJhich hastens, as physicians soy, one's fate; 
And so all ye, who would be in the right 
In health and purse, begin your day to date 
Prom day break, and v;hen co coffin*d at fourscore 
Engrave upon the plate, you rose at four 
(Canto II, 140) 
And Juan gazed as one who is awoke 
By a distant organ doubting if he be 
Not yet a dreamer, till the spell is broke 
By the v%'atchman, or some such reality. 
Or by one's early valet's cursed knock; 
Atleast it is a heavy sound to me. 
Who like a morning slumber - for the night 
Shov; starts and women in a better light 
(Cantos II, 152) 
his references to his grandfather he continues 
Had suffered more - his hardships were comparative. 
To Ishose related in my grand dad's "Narrative", 
his youthful dealings with Jewish money lenders; 
Of any creditors the v.-orst a Jew it is 
And thats their mode of furnishing supply. 
In my young days they lent me cash that way 
VJhich I found very troublesome to pay 
(Canto II, 65) 
his experience with English Bards and Scotch Reviews, 
Jafferey and Scotland; or to his life as social and literary 
"Lion"^ 
* And all our little feuds, atleast all mine 
Dear Jefferey, once my most redoubted foe 
(As far as rhyme and criticj sm combine 
To make such puppets of us things belov/) 
Are over: Hear's health to 'Auld Lann Syne*. 
I do know you and may never know 
Your face - but you have acted on tho vrhole 
Most nobly, and 1 own it from my soul 
(Canto X 16) 
1. Joseph M K "Byron the J-oet" Chapter V ] . 203 
And when 1" use the phraise of 'Auld Lang Syne.' 
'Its not addressed to you - the more's tie pity 
For me, for 1 vjould rather take my v/ine 
VJith you, than oxjght (save Scott) in your proud city 
But somehow - it may seem a school boys vjhine 
And yet I seek not to be grand nor v?itty. 
But 1 am half a Scott by birth, and bread 
A whole one, and my heart flies to my head, -
(Cantos X, 17) 
As 'Auld Lang Syne' brings Scotland, one and all 
Scotch pleids, Scotch snoods, the blue hills and 
clear streams 
The Dee, the Don, Ealgounie's brig's black wall. 
All my bou feelings, all my gentles dreams 
Of what I then dreamt, clothed in their ov/n pall 
My childhood is the childishness of mine: 
I care not - 'its a glimpse of 'Auld Lang Syne' 
(Canto X, 18) 
And though, as you remember, in a fit 
Of wrath and rhyme, when juvenile and curly 
I rail'd at Scots to show my vrrath and wit 
Which must be own'd v.'as sensitive and surely 
Yet 'its in vain such sallies to permit/ 
They cannot quench young feelings fresh and early: 
I Scotched not kill'd the Scotchman in my blood. 
And love the land of "mo\intain and of flood". 
(Canto X, 19) 
V?hat ,' Can I prove 'a Lion* then no more ? 
A ball room bard, afoolscap, a hot press darling 
To bear the compliments of many a bore. 
And sigh, 'I can't get out, like yorick's starling. 
Why then I'll swear, as poet v;ordy sv/ore 
(Because the world v/on't read him, alv;ays snarling) 
That taste is gone, that fame is but a lottery, 
Drevm by the blue coat misses of a coterie, 
(Canto IV, 109) 
Later Byron also recalls his marriage and renterribcrs some 
v;omen friends who were his v;ell wishers and remained loyal, 
to him in the disaster of 1816 and faithful to him 'through 
thick and thin*. 
I, for my-part - (one modern instance more. 
True, 'its a pity ~ pity 'its, 'its true')-
VJas chosen from out an emator^' score. 
Albeit my years were less discreet then fev;; 
But though I also had re form'd before 
Those become one who soon were to be two, 
I'll not gainsay the generous public's voice. 
That the young lady made a monstrous choice. 
(Canto XII, 38) 
I have also seen some female friends ('its odd 
But true - as, if-expedient, I could prove) 
That faithful vjere through thick and thin, abroad 
At home, for more than ever yet v:as Love -
Who did not cuit me when Oppression trod 
Upon me, vihom no scandal could remove; 
VJho fought, and fight in absence, too, my battles 
Despite the snake society's loud rattles. 
Lord Byron throv:s in his personal recollections and 
personal references v/hich .are framed in his cantos, although 
their nature and placing are not uniform but varies in the 
course of the poem. Some direct personal and contemporary' 
references at times are particularly rich in commentary 
and seem to 'cluster* in cantos continuously, and sometimes • 
they tend to disappear in later cantos, Tov;arcs the end of 
Canto 1 the picture of the narrator comes clearly to us and 
Byron allows his fictitious narrator to fade out and we see . 
the narrator bidding farev.'ell to his youth, love and ambition 
and accepting middle age is Byron himself. 
But now at thirty years my hair is grey -
(I wonder what it will be like at forty ? 
I thought of a peruke the other day) 
My heart is not much greener, and in short, I 
Have squander'd my whole summer v;hile it was May, 
And feel no more the spirit to retort, I 
Have spent my life, both interest and principal 
And deem'd not, what I deem'd, my soul invisible^. 
1. Don Juan Canto I Stanza 213 
Byron is regretting the 'freshness of heart' which Juan 
has not yet lost/ Byron ages with his poem bidding farewell 
to youth, and moving into the shadows of Dante's 'obscure 
vjood' 
... getting nigh grim Dante's "obscure v;ood" 
That horrid equinox, that hateful section 
Of human years, that half way house that rude 
Hut, whence v/ise travellers drive with circximspection 
Life's sad post horses O'er the dreary frontier 
Of age, and looking back to youth, give one tear: 
Graham Green vjrites, "Memories are a form of similies, 
when we say something is 'like' v;e are remembering". Lord 
Byron as he had written to Murray 'I alv;ays v;rite best 
when truth inspires me, and my satires which are founded on 
truth have mor-: spirit than all my othar productions," ocain 
he wrote to I'.urray: "almost all Don Juan is real life, 
either ir.y ov.Ti, cr from people I knev;", this repeated ir;sist-
ence on the truth of his stor^ ', the author's own ccnr-ients in 
the numerous digressions vrr.re .^ li his memories and through 
them he had a lot to say because they were all drawn from 
the life of Byron himself and people helciev; intimately, 
J\ian as we see is pojrtrayed as a poised and innocent 
figure V7ho remains e::perienced, in the end but with a kind 
of innocence it is Byron the narrator end com-ien- ator who 
ages and v:ith opening canto he submits to true philosophy 
'But I, being fonC of tJfue philosophy, 
Say very often to myself, 'Alas', 2 
All things thc^ t have been born v;ere born to die 
1, Don Juan Cahto I Stanza 220, 
(J(; 
Thus we see that Don Juan was used by Lord Byron 
as the channel of expression for the varied reminiscenses 
of past experience and for the miscellaneous pictures of 
society and hiiman life v;ith which his mind was stored. His 
colloquial style and digressions in 'Don Juan* helped him 
to throw personal recollections and personal references in 
the poem and give him the freedom of form. These V7ere the 
satiric traditions of the Italian medley poets which Byron 
followed and introduced in his * Don Juan *. The other two 
traditions of ottova rima and the mock epic follow in the 
next and final chapter of my dissertation. 
CHAPTER V 
INTRODUCING 
THE ITALIAN TRADITION 
OF 
OTTAVA RIMA AND THE MOCK EPIC 
iVi 
The study of the Italian medley poets also 
revealed to Byron the adoption of Ottava rima. What 
Byron could not express due to the narrow conventiona-
lities of the heroic couplet was now possible for him to 
state freely. His use of Ottava rima gave him the 
possibility of attaining not only the freedom, largeness 
and greater facility of expression but also does he 
achieve exceeding flexibility and versatality by maXing 
his idiom the vehicle of shifting moods as well as 
vigorous satire along with the accomplishment of an 
interlinking of a stanza to another with a remarkable 
continuity and flowing effect. In the hands of Lord 
Byron, Ottava rima becomes colloquial and conversational 
and through it at first, accentuates sentiments by 
alternate rhyme and reinforces these by a couplet or blows 
a burlesque bvibble which is pricked by a ludicrous rhyme 
and thus performs ironic deflation of sentimentalism. 
Epigrammatic wit on which a satirist's reputation rests 
is foxind in Byron's later satires and in its achievement 
the adoption of Ottava rima contributes a lot, for its 
couplet provides with an opportunity to burlesque the 
material through epigrammatic wit. Byron was not familiar 
with Frer's original sources in the Italian mock heroic 
writers though he had read and admired Casti's Novelle 
GH 
Galanti, Boccaccian tale in Ottava rima and also the 
Animal Parlantl translated anonymously by W-S-Rose who 
visited him when Byron was planning Beppo. Frer's defence 
of a colloquial vocabulary inspired Byron and the possibili-
ties of the style for the deflation of both the stilted 
language and pretentious sentiments struck him on reading 
Frer's defence of the style 
Preserve with care your noble parts of speech 
And take it as a maxim to endeavour 
To talk as your good mother used to teach 
And then this line of mine may last for ever; 
And don't confound the language of the notion 
With long tailed words in osity and ation. 
And so he fortunately diverted from the Popean couplets, 
from the artificial voice which he assumed and which he 
himself consciously attempted to follow the footstep of his 
great master whom he once adored and honoured, Byron found 
a medium in which he could be relaxed and honest or bantering 
or witty, as in his later satires. He did not care for the 
critics who would later raise objections to his careless ease 
of style. The flexibility of both matter and mood were the 
two attractions to Byron for his style of writing. He had 
diverted from style of the Popean couplets. 
The period during which Byron was going through The 
Tales was also the period during which he was attempting 
to conform to English Society . His exile in a way was a 
liberation and Moore described it; 
1. Joseph M K, Byron the Poet, Chapter V, p. 135 
(;M 
At the period when he ran riot in his Satire 
Society had yet not caught him within its pale and 
in the time of his Cains and Don Juan, he had again 
broken loose from it.-*-
But the tales and the satires of Byron had represented 
separately and in simple form, two needs of his nature and 
need to- recreate experience imaginatively in narrative, 
2 
and the need to comment an experience through satire . 
Byron's later works were not a return to satire but they were 
the discovery that these two needs of Byron's nature could 
be fulfilled and satisfied more in the form of the Italicin 
comic epic in Ottava rima, 
Byron wanted a new style this time to make the very 
special kind of "Progress" for which his mind was prepared. 
The new model was "Whistlecraft" the mock heroic poem 
The Monks and the Giants by Frere, written under the pen 
name of "The brothers Whistlecraft", Frere though supplied 
the immediate model or impulse. 
Byron was already familiar and acquainted with the 
tradition of Italian romance epic, with its comic elements 
and derivatives. In Childe Harold, he was looking for a form 
which could give 'full scope to my inclination and be either 
droll or pathetic descriptive or sentimental, tender or 
satirical as the humour strikes me* and he looked for a 
sanction not only to Beatties' Minstrel, but to "The Highest 
Orders of Italian Poets" and particularly to Ariosto. 
It was Ariosto we repeat who revealed to him clearly the 
1. Letters, Vol. IV, 217 No 2 (to Murray, 25th March 1818) 
2, Letters, Vol. IV, 407 (to Murray, 21st February 1820) 
Letters, Vol V, 385 (to Moore, 1st October 1821) 
Don Juan, Canto IV Stanza 6. 
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chances of the 'Medley* style and the example of Pulci 
Berni and Castl seemed to have meant most to him, Byron 
knew about Casti and Berni when he was writing Beppo and 
was no doubt indebted for the invention of the style to 
Berni - "The original of all" . Later he acknowledged the 
primacy of Pulci as a predecessor of 'Whistlecraft*. 
"... The "Morgante Maggiore" of Pulci ... is 
the parent, not only of Whistlecraft, but 
of all Jocose Italian poetry. 
... The Pulci style, which the fools in 
England think was invented by Whistlecraft 
it is an old as the hills in Italy ... 
2 
... Pulci was sire of half serious rhyme 
Byron's version of Canto 1 of the Morgante Maggiore is 
a Labour of Love - a tribute to the Master. The influence 
and value of "Whistlecraft" was that it brought in a new 
change in Byron's Interest in the possibilities of this 
common tradition. R.D.Waller remarks "They angled in the 
same waters, and Byron caught the big fish. But Frere had 
shown him where to cast his line". 
The "Medley" style passes on to Byron all the basic devices 
which he develops in his works - The digressions the 
epigrams, the deflation of sentiment, the colloquialism the 
comic use of Ottava rima itself, Byron was a voracious reader 
and almost anything may find its place somewhere in 'Don Juan' 
popular science or seventeenth century divines, a historian 
or an ephemeral novel of a travel book. But as he grew older, 
1. M K Joseph, Byron the Poet, Ch. Ill, p. 185 
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his reading came to shape itself more and more around the 
grand tradit on of epic and romance, the great story tellers 
and the great moralists'. Among the ancients. Homer and 
perhaps Virgil are behind Don Juan; Horace is another point 
of reference; Juvenal (partly, perhaps through Johnson). 
Dante and Boccaccio are there, and, more invmedtate predece-
ssors, Cervantes and Le Sage who remained his most admired 
writers together with the 'Augustans, Dryden and Pope, in 
poetry and the general tradition of the eighteenth century 
novel - Fielding and Smollet Sterne ... 
(3iomer remains the touch stone against which character, 
human behaviour, civilization and above all the writing of 
literature is tested. For those who would make an epical 
response to the task of writing literature, 'The Epic is 
Homer*. Homer did not invent the epic himself; a long line 
of precursors must have felt their way ever nearer to the 
perfect until, at last, the Poet came and achieved it. But 
once the form was incarnate(it was not possible a heroic 
story, had yet to reckon with the Homeric manner^ The meter, 
the diction, the machinery. One might revivify and update 
the form, as Brian Wilkie discusses in his study of romantics 
and epic tradition, but one can not dispense with its condi-
tioning. This truth applies to Byron who addresses epic pattern 
2 
and epic intention. 
1. M K Joseph, Byron the Poet, Ch. Ill p. 185 
2. Almeida de Hermiane, Byron and Joyce through Homer 
(London, 1981) Ch. 1, p. 9, 
7:d 
My poem's epic, and is meant to be 
Divided in twelve books each book containing. 
With Love, and War# a heavy gale at sea, 
A list of ships, and captains, and kings reigning. 
New characters; the episodes are three: 
A panoramic view of Hell's in training 
After the style of Virgil and of Homer, 
So that my name of Epic's no misnomer. 
All these things will be specified in time. 
With strict regard to Aristotle's rules. 
The Vade Mecxim of the true sublime. 
Which makes so many poets, and some fools. 
Prose poets like blank-verse, I'm fond of rhyme. 
Good workmen never quarrel with their tools 
I•ve got new mythological machinery. 
And very handsome supernatural scenery. 
There's only one slight difference between 
Me and my epic brethren gone before. 
And here the advantage is my own, I ween 
(Not that I have not several merits, more. 
But this will more peculiarly be seen); 
They so embellish that't is quite a bore 
Their labyrinth of fables to thread through 
Whereas this story's actually true. 
(I, 200, 202) 
We are already familiar and aware of the ambivalence 
underlying Byron's response to Homer - this ambivalence is 
echoed in, and partly caused by his attitude to Greece and 
classical learning for as Werner Jaeger says, 'our history 
begins with the Greeks, and we always return to Greece. 
The return presupposes the tim^~^ess influence and authority 
of Greece, ... We always return to Greece because it fulfills 
some need for our own life, although, that need may be at very 
different epochs'. 
1 
•:-{ 
For Byron Greece was a symbolic pl^ce (as his Isles 
of Greece suggests). The liberation from the Turks would 
be a,a»«ertion of the virtues of classical civilization 
over the vices and tyrannies of the Modern World. It was 
the place ^ere he came of age, emotionally and politically 
Greece had Turks, Giaours, bandits, bearded priests, black 
2 
eyed virgins, Ithaca and a passionate compelling history : 
'I was happier in Greece than I have ever been before -
or since and if I have ever written (Well ?) (as the 
World says I have - but which they will pardon my doubting)-
3 
it was in Greece - or off (of) Greece* . Contemporary 
Greeks, beaten divided, and insecure did not always live 
upto the poet's ideal. The classics received yet more 
qualified support from Byron^ writes Almeida de Hermione 
in her 'Byron and Joyce through Homer' and further goes on 
to say that classical erudition was 'antequarion twaddle' 
perpetrated by 'emasculated fogies'. In young Juan's 
education 
His classic studies made a little puzzle. 
Because of filthy loves of Gods and Godesses 
Who 
... never put on pentaloons or bodices 
His reverend tutors had at times a tussel 
And for their Aneids, Iliads, and Odysseys 
Were forced to make an odd sort of apology 
For Donna Inez dreaded the mythology^. 
1. Elizebeth Boyd Byron's Don Juan; A Critical Study 
(New York: Hximanities Press, 1958) p, 74 
2. Almeida de Hermione, Byron and Joyce through Homer 
(London, 1981) London and Basingstokh, Ch. 1, p. 9 
3. Edward John Trelawny, "Recollecting the last days of 
Shelley & Byron (London 1958), p. 74 
4. Almeida de Hermione Byron and Joyce through Horoer 
(London, 1981) p. 9 
5 . Don Juan, Canto 1 Stanza 41 
Byron wishes and meant Don Juan to function geographically» 
socially and symbolically as the Homeric poems do and wishes 
his poem to be a map of Europe in his time, specially of its 
Social Mores, He intended to create a composite picture of 
European society as he knew it, as complete a presentation 
of upper class behaviour as Homer's own. As the Poet had 
linked the decorum of the courts at Sparta, Phaeacia and 
Ithaca so, too, would he imply the fatal connection in manners 
of upper class Spain^ Turkey, Russia and England, in this he 
would be meticulous and 'Unsparing', scrupulously mean; 
and, though he might generalize as Homer had his documentary 
poem would stand as a social and cultural map of 'Regency 
Europe for future generations' . it would be impossible to 
deny the intention of Byron indeed the deliberation behind 
the Odyssean echoes in Don Juan and it is true that Don Juan 
is his Odyssey ecpjivalent, his acknowledgement of his enduring 
fascination with The Poet and Western Man's first myth, and 
his response to the traditions it spawned. These casual 
parallels prove to be Byron's wilful positive finishing touch 
to his career and all that nurtured it. From this perspective 
the parallels with the Odyssey follow - the Poet of Don Juan 
proposes to tell the story of a versatile young hero, prudent 
for his age, who is fated to journey to distant climes. There 
is shipwreck and horror at sea and rescue on a Greek isle by 
Nausicaa (Haidee), As Homer loved sea raid formulae as also 
are we given a piratical 'sea solicite* named Lambro who 
momentarily changes places with his de facto Son-in-Law to 
1. Almeida de Hermione, Byron and Joyce through Homer, 
(London, 1981) p, 50. 
become another Odysseus, unexpectedly returning home. 
For this episode of Lainbro's return Byron won the praise of 
Coleridge for its classical air, calling it the 'best', 
thing in Byron's work. The scene certainly mirrors Homer's 
original minutely, down to the mixed mood of joy (at his 
return)* and sadness apprehension Lambro feels (at what awaits /v. 
him) when 'He entered in the house no more his own*, to 
witness Joy and merry making in his house (on his goods) 
feel the insults of the revellers, and find an Usurper in 
the royal bed, 
Odysseu'syisit to Hades finds parallel enough in Juans 
internment in the belly of the slaveship, and in Haidee's 
ghastly visions and death. As Juan's ordeal continues, a 
mercenary named Johnson serves well as the shade of Achilles, 
even though ... sounds less harmoneous (VIII 39), while 
Lambro in his mood of blind anger and fond madness, which 
results in the destruction of Haidees and her unborn, is like 
Cyclops, mad with blindness. Gulbayez, Sultana of a Turkish 
Town, functions well as the sensual, alien Circe; and the 
frozen Lady Adelene, who would detain young Juan for a secret 
puirpose she does not yet know, fulfills, the role of the golden 
nymph of Calpso. The poet makes certain that he portrays 
the massacre of the innocents of Ismail in an outrage fit 
to match the slaughter of the Sun Kings sacred kind. His 
Duchess Fita Fulke makes an irresistible Siren, even if she 
cannot sing. Finally the Spanish Don, as concubine in 
1. Almeida de Hermione, Byron and Joyce through Homer 
(London, 1981) p. 15. 
the Sergallo, •Loveji Artillery - Man' for Catherine, and 
ambassador to the court of St James, is a sufficiently 
disguissed Ulysses returning home • 
Freidich Schiller outlines Byron's response to Homer 
'a feeling in which joyous mockery, respect, and melancholy 
are compounded. As part of his ambivalent feeling for Greece 
and the classics and his ingrained with ShaXespearean respect 
for tradition and history which increases the tension and 
enjoyment of the eventual revolt, he wculd respect Homer for 
his child like naivette, and mock him for his childish 
simplicity. Homeric plot and tradition emphasize change, 
difference and the failings of traditions. As Byron knew, 
mutation, disturbance change in life as in literature, 
separates him from Homer and early Greece, his primary 
intention behind his use of Homeric plot and tradition was to 
show up by indirection, the parallel that are not there and 
the sentiments and conditions that have changed so radically 
since the tradition's inceptioru Even as Byron invokes 
Odyssean patterns, evokes Green ideals, matches Homer's 
perceptions and addresses the literary criterian of his two 
epics he aclcnowledges the immense variations and corruptions 
2 that hai» OGCured in literature and in the tiroes since Homer , 
Byron clearly thought of Don Juan in the light of the epic 
tradition, the remarkably frequent epic echoes in the poem 
carry distinct serious intention behind their obvious parodic 
1. Almeida de Hermione, Byron and Joyce through Homer 
(London, 1981) pp 15-16. 
2. Ibid, Byron and Joyce through Homer 
(London, 1981) pp 20-21 
( ( 
effects. Intending to make true epic of Don Juan, but 
questioning as much the sincerity of the epic masters as 
the epicality of their own tiroes, Byron launches himself into 
a pattern of ironic reversals. As epic manner soothes and 
inflates, he in his epic, mocks insites deflates, Byron 
certainly is precendented to a high degree in his mockery 
of epic manners. What is unusual about him is that he 
succeeds in wrtting epic while spurning the idea of epic 
rule, reversing its effects, and scorning every convention 
that has established epics place in literature. 
Invocation, the epic convention formed of pre-epic 
prayer becomes in Don Juan 'Hail Muse at cetera - we left 
Juan sleeping pillowed upon a fair and happy breast' (III, 1) 
Epic songs from Eve's morning song in Paradise lost reverses 
in Byron's chant from a recollection of how sweet is the 
evening star, the night winds, the rainbow, the Lark, falling 
waters, the voice of girls, the songs of birds, the lisp 
of children to 
Sweet to the miser are his glittering heaps 
• • • 
Sweet is revenge - specially to women. 
Pillage to soldiers. Prize money to seamen. 
Catalogues in the early epics and in Homer served the vital 
purpose of transferring necessary cultural information to 
the audience. Byron uses catalogues to summarize cultural 
follies and to destroy the convention retroactivity. The poet 
provides catalogues on the Turkish town, on the places, the 
sites, and the natural-Jies«Mirefts^  of England, until the poet 
•— It 
begins to wonder if Dan Phoebus takes him for an auctioneer 
and arriving at Norman Abbey begs off from the inevitable 
duty: 'But a mere modem must be moderate - I spare you 
then the furniture and the plate' (XIII, 74). Byron's list, 
by sound association, of the unutterable Russian names is 
there for giving best effects: Strongenoff and Strokonoff ... 
Tschisshakoff, and Roguenoff, and Chokenoff ... Scherematoff 
and Chrematoff, Koklophti, Koclobski Kaurakin and Mouskin 
Pouskin' (VII, 15-17).^ 
Byron was quite conscious that the epic, and consequently 
the comic epic have a formal and critical tradition behind 
them, his departure from them are comic but not 'irrespon-
sible' . It was not an Aristotalian as it claimed to be, 
remarks Calvert, 'but it was what Aristotle might have 
2 
approved of, if he faced Byron's problem in Byron's time* 
The other main difference claimed by the epic satire is 
that it deals with truth, not fiction: 
Theres only one slight difference between 
Me and my epic brethren gone before 
And here the advantage is my own I ween ... 
... They so embellish that its quite a bore 
Their labyrinth of fables to thread through 
Whereas this story's actually true. 
The seriousness of the claim and its importance are in the 
scenes of the battles, where Homer's great fictions are 
contrasted with the real incidents of a real siege. 
1, Almeida de Hermione, Byron and Joyce through Homer 
(London, 1981- pp.44 
2. W J Calvert, Byron; Romantic Paradox (New York, 1935) 
pp. 196-7 
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Oh, thou eternal Homer I 1 have now 
To paint a siege, where in more men were slain 
With deadlier engines and a speedier blow 
The in thy Greek gazette of that campaign 
And yet, like all men else, I must allow; 
To vie with thee would be about as vain 
As for a brook to cope with Ocean's flood; 
But still we Modems equal you in blood^. 
As always, the contrast with an epic can be used both to 
debase and ennoble the subject. In the world of epic satire 
the traditional themes turn to comedy without losing their 
essential seriousness; Love and War happen to be the two most 
great and important epic themes and the main matter resolves 
round these themes of Don Juan and recur in much of the 
commentary in the poem. Byron brings his two themes together 
in one of the central passages and relates them to the 
fall and to the icean image, all centred on the powerful 
figure of Catherine, 
O thou- "Teterrima Causa" of all 'belli'-
Thou gate of life and death - thou nondescript; 
Whence is our exi.t--.and our entrance, well I 
May pause in pondering how all souls are dipt 
In thy perennial fountain: how man fell I 
Know not, since knowledge saw her branches stript 
Of her first fruit; but how he falls and rises 
Since, thou hast settled beyond all surmises. 
Some call thee 'the worst cause of war, but I 
Maintain thou art the best: for after all. 
From thee we come, to thee we go, and why 
To get at thee not batter down a wall. 
Or waste a world, since no one can deny 
Thou dost replenish worlds both great and small: 
With, or without thee, all things at a stand , 
Are, or would be, thou sea of life's dry land I 
1, Don Juan Canto VII, 80 
2, Don Juan Canto IX, 55-6. 
In the world of Don Juan, these perennial themes assume 
increasingly comic and contemporary form 
But "laissez alles" - knights and dames I sing. 
Such as the times may furnish. 
"Fierce loves and faithless wars" - I am not sure 
If this be the right reading - its no matter 
which both echoes and inverts the opening of Spenser's 
The Fairie Gueene. 
Fierce warres and faithful loves shall moralize my song. 
"Fierce Loves", occupy an important in the poem and supply 
the main incidents and connecting themes of Don Juan - each 
episode centres on a love affair, except for the episode on 
Ismail - and even there Juan encounters little Leila, 
and these are interwoven with digressions which form an 
extended commentary on love, marriage, adultery and praise 
of women. 
In Don Juan, Byron's satire centres on the repellent 
qualities of Englishmen in full, minimizing their ability 
for a healthy way of life. Mocking their false virtues, 
treating their religion as hypocrisy, their art as trash, 
their love as lust and the"r happiness as absurd illusion. 
Don Juan was to be a satire on the abuses of the present 
states of society, and Byron left no vice as such unexposed, 
vigorously and harshly he exposes the dominant vices and 
corruptions prevailing in the English Social life of that time. 
Juan's experience and observations of English Society where 
he is a new comer helps us to see at a glance the entire 
social life of great mea^nd women and through whom Byron pene-
trates thoroughly the English society - exposing it to the full, 
HI 
Love appears in the poem as self deception, and the 
love devine by which Julia deceives herself into the bed-
room farce of an adulterous love affairs« and which is 
ironically punished by her being immured in a convent. 
Idealism is a vain and dangerous attempt to refine away 
"at best no better than a go-between", and Petrarch is 
"The Platonic pimp of all posterity" , Yet it appears later 
that there is perhaps a true Platonism, when people are young 
or simple to be self deceived. Juan's Love for Leila has 
this purity and innocence since it touches something still 
uncorrupted in his heart - Byron contemptuously dismisses 
the Lolita situation -
••• And less was it sensual; for besides 
That he was not an ancient debauchee 
(Who like sour fruit, to stir their vein's salt tides. 
As acids rouse a dormant alkali,) 
Although ('twill happen as our planet guides) 
His youth was not the chastest that might be. 
There was the purest Platonism at bottom2 
Of all his feelings - only he forgot 'em 
Although Byron said that the story of Juan and Julia was 
founded on the experience of an acquaintance, the details of 
the glowing adolescent love pangs of Juan are drawn with 
detachment and tenderness from his own memory. To Marchand 
'there is no finer example in Don Juan or anywhere in Byron's 
poetry of his consummate skill in balancing and blending 
critical analysis and feeling in looking at the same expe-
rience from both the inside and the outside with sympathy, 
understanding, and amused tolerance. 
1 . Don Juan Canto I 79-80 
Canto I 116 
canto V 1 
2 . Don Juan Canto X, 53-54 . 
H'rd 
Juan 'mooning' in the lonely wood with feelings 
unknown to himself and in expressive brings forth from the 
author amused comments on the nature poets and a reference 
to Wordsworth when he becomes ••unintelligible". 
... he did the best he could 
With things not very subject to control. 
And turn *d, without perceiving his condition. 
Like Coleridge, into a metaphysician. 
He thought about himself, and the whole earth. 
Of man the wonderful, and of the stars 
And how the deuce they ever could have birth 
Of air-balloons, and of the many ars 
To perfect knowledge of the bouddless skies;-
And then he thought of Donna Julia's eyes. 
If you think it was philosophy that this did, 
I can't help thinking puberty assisted^ 
(I, 91-93) 
But in another mood he knew that Wordsworth was not wrong. 
Nature does have power to solace the spirit, as he himself 
had as acknowledged in Childe Harold. And he was aware 
that adolescent first Love could be both ridiculous and 
beautiful. It becomes for the poet Lord Byron the symbol 
and the care of the romantic ideal dream. There is an \inder-
tone of nostalgic sympathy in the picture of Juan. 
Thus would he while his lonely hours away 
Dissatisfied, nor knowing what he wanted. 
Nor glowing reverie, nor poet's lay. 
Could yield his spirit that for which it panted, 
A bosom whereon he his head might lay 
And hear the heart beat with the love it granted. 
With — several other things, which I forget. 
Or which, at least, I need not mention yet. 
(I, 96) 
Though he ridicules more mercilessly the self-deceiving 
Platonism of Donna Julia, he is inclined to give under-
!• Don Juan, Canto I, Stanzas 91-93 
2. Ibid Canto I, Stanzas 96 
Hli 
standing and sympathy to the 'natural feelings' of the 
yo\ing wife of an old husband. Its Platonism rather than 
Julia which gets the trouncing. 
Oh Plato ! Plato ! you have paved the way. 
With your confounded fantasies, to more 
Iitanoral conduct by the fancied sway 
Your system feigns o'er the controlless core 
Of human hearts, than all the long array 
Ot poets and romancers:- You're a bore, 
A charlatan, a coxcomb- and have been. 
At best, no better than a go-between 
- (I, 116) 
As for Julia's situation, it is at once humorous and 
pathetic, Byron has infused the objective picture of her 
hypocrisy with a tolerance sympathy for her fraility. It is 
the sympathy of one who has learned to accept human imper-
fections with a wry smile rather than in the agony of despair. 
A little still she strove and much reprented 
And whispering "I will ne'er consent - consented". 
In the bedroom farce that follows, Byron has made Julia some 
what less innocent and more calculating, and hypocritical 
with shame in putting her husband in the wrong while hiding 
Juan in her bed. 
The idyllic love episode of Juan and Haidee on their 
Greek island points up both Byron's adherence to the ideal 
of innocence and the still the resolved conflict in his 
mind between the demands of the real and the ideal. He 
pictures Haidee with more warmth of approval than he lavished 
on any other heroine in his poetry. She was "nature's bride". 
1. Don Juan, Canto I, Stanza 116 
2, Don Juan, Canto I, Stanza 117 
devoid of the affectations and pretensions of women in 
civilized society. In the midst of this idyllic world there 
are the author's comments and reflections. Ideal love is not 
allowed by Byron to be corrupted that is why Haidee must die 
young "and Juan be propeJ-led by fate and Lambro into new 
adventures. Byron knew that this ideal natural love was a 
dream and from the island of paradise where love was 
uncorrupted he returns to the actual world, for it was a 
dream drawn with loving care from the deepest romantic 
longings of his youth and that was why in itself it must be 
left 'inviolate'. Byrons commentary and observations are not 
confined to that 'locked in' dreeun but it belongs to the 
whole of life and he cannot supress what he has known or 
what he has seen 
Oh Love I of whom great_Ceasor was the suitor 
Titus the master, Anthony the slave ... 
Thou makest the chaste connubial state precarious 
And jestest will the brows of mightiest man ... 
(II, 205-206). 
"Thou makest philosophers; ... 
The negation of his dream of ideal Love and evidence and of 
h\iman fraility that was intolerable to Byron, the romantic 
idealist he hated inconstancy and there is beautiful and 
splendid passage in praise of love and constancy. 
I hate inconstancy - I loathe, detest. 
Abhor, condemn, abjure the mortal made 
Of such quicksilver clay that in his breast 
No permanent foundations can be laid; 
.Love, constant love, has been my constant guest 
And yet last night, being at a masquerade, 
I saw the prettiest creature, fresh from Milan, 
Which gave me some sensations like a villain. 
1. Don Juan, Canto II Stanzas 205-207. 
8r) 
But soon Philosophy came to my aid. 
And whisper'd, 'Think of every sacred tiel • 
'I will, my dear Philosophy I ' I said, 
'But then her teeth, and then, oh. 
Heaven ! her eye I 
I'll just inquire if she be wife or maid 
Or neither-out of curiosity.• 
Stop 1 cried Philosophy, with air so Grecian 
(Though she was masqued then as a fair Venetian); 
•Stop I ' so I stopp'd,- But to return; that which 
Men call inconstancy is nothing more 
Than admiration due where nature's rich 
Profusion with young beauty covers o'er 
Some favoured object; 
In short, it is the use of our own eyes. 
With one or two small senses added, just 
To hint that flesh is form'd of fiery dust. 
Yet 'tis a painful feeling, and unwilling, 
•For surely if we always could perceive 
In the same object graces quite as killing 
As when she rose upon us like an Eve, 
'Twould save us many a heart-ache, many a shilling 
(For we must get them any how, or grieve); 
Whereas, if one sole lady pleased for ever. 
How pleasant for the heart, as well as liver 
The observations on Love and Marriage which open the 
third Canto where Byron intended to point out by contrast the 
idyllic natural marriage of Juan and Haidee, but the picture of 
"Natures bride" has opened the way for some homely truth that 
were deeply imprinted in Byron's mind. And in truth he 
could not but suggest that even his ideal and innocent Love 
had the seeds of its own destruction inherent in it. At best 
love was "a foe to rest". This is followed by moods from 
serious to comic and leaves an after affect not so much of 
bitterness as of sympathy for the human condition, 
1. Don Juan, Canto II, Stanzas 209-213. 
8i; 
In her first passion woman loves her lover. 
In all the others all she loves is love. 
Which grows a habit she can ne'er get over 
And fits her loosely - like an easy glove. 
As you may find, whene'er you like to prove her: 
One man alone at first her heart can move; 
She then prefers him in the plural number. 
Not finding that the additions much encumber. 
'Tis melancholy, and a fearful sigh 
Of human frailty, folly, also crime. 
That love and marriage rarely can ccxribine. 
Although they both are born in the same clime; 
Marriage from love, like vinegar from wine-
A sad, sour, sober beverage-by time 
Is sharpened from its high celestial flavour, 
Down to a very homely household savour. 
There's doubtless something in domestic doings 
Which forms, in fact, true love's antithesis; 
Romances paint at full length people's wooings. 
But only give a bust of marriages; 
For no one care for matrimonial cooings. 
There's nothing wrong in a connubial kiss; 
Think you, if Laura had been Petrarch's wife. 
He would have written sonnets all his life. 
The only two that in my recollection 
Have sung of heaven and hell, or marriage, are 
Dante and Milton, and of both the affection 
VJas hapless in their nuptials, for some bar 
Of fault or temper ruin'd the connexion 
(Such things, in fact, it don't task much to mar); 
But Dante's Beatrice and Milton's Eve 
Were not drawn from their spouses, you conceive. 
That Byron was a romantic idealist and hated inconstancy 
and that the romantic ego was still dominating in Byron is 
suggested and indicated by the serious conclusion; 
The heart is like the sky, a part of heaven. 
But changes night and day, too, like the sky; 
Now o'er it clouds and thunder must be driven. 
And darkness and destruction as on high: 
But when it hath been scorch'd, and pierced, and riven. 
Its storms expire in water-drops; the eye 
Pours forth at last the heart's blood turn'd to tears. 
Which make the English climate of our years.^ 
(II, 214) 
1. Don Juan, Canto II, Stanza 214. 
8 
On the island, Juan and Kaidee are the Adam and Eve of a 
'transitory Eden':- in the false paradise of the seraglio, 
the women, the imperious Gulbeyaz, is the serpent'. In a 
passage filled with ocean images, it is the power of love 
which is emphasized and love is a god, but an ancient 
and a 'fallen one* says M K Joseph 
There is a tide in the affairs of men. 
Which, taken at the flood, '-you Xnow the rest. 
And most of us have found it now and then: 
At least we think so, though but few have guess'd 
The moment, till too late to ccmie again. 
But no doubt every thing is for the best -
Of which the surest sign is in the end: 
When things are at the worst they sometimes mend. 
There is a tide in the affairs of women. 
Which, taken at the flood, leads -God knows where: 
Those navigators must be able seamen 
Whose charts lay down its currents to a hair. 
Not all the reveries of Jacob Behmen 
With its strapge whirls and eddies can compare: 
Men with their heads reflect on this and that 
But women with their hearts or heaven knows that ! 
And yet a headlong, headstrong, downright she, 
Yoxing, beautiful, and daring - who would risk 
A throne, the world, the xiniverse, to be 
Beloved in her own way, and rather whisk 
The- stars from out the sky, than not be free 
As are the billows when the breeze is brisk-
Though such a she's a devil (if there be one). 
Yet she would make full many a Manichean, 
Thrones, worlds, et cetera, are so oft upset 
By commonest ambition, that when passion 
O'erthrows the same, we readily forget. 
Or at the least forgive, the loving rash one. 
If Anthony be well remember'd yet, 
•Tis not his conquests keep his name in fashion. 
But Acti\im lost, for Cleopatra' s eyes 
Outbalance all the Caesar's Victories, 
HH 
He died at fifty for a queen of forty? 
I wish their years had been fifteen and twenty. 
For then wealth, kingdoms, worlds are but a sport-I 
Remember when, though I had no great plenty 
Of worlds to lose, yet still, to pay my court, I 
Gave lihat I had -a heart; as the world went, I 
Gave what I had -a heart; as the worlds could never 
Restore me those pure feelings, gone for ever. 
'Twas the boy's 'mite', and, like the 'window's, may 
Perhaps be weigh'd hereafter, if not how; 
But whether such things do or do not weigh. 
All who have loved, or love, will still allow 
Life has nought like it, God is love, they say. 
And Love's a god, or was before the brow 
Of earth was wrinkled by the sins and tears 
Of-but Chronology best knows the years, 
(VI, 1-6)^ 
"All this moves towards a climatic passage set in the 
middle of the Catherine the Great episode not long after 
those significant stanzas which bring together love, war 
the Fall and the ocean. The varying kinds of love are 
brought together - Platonic love ••• the love/of God, the 
2 
love of Sentiment the loving/or faithful pair"; 
Besides Platonic love, besides the love 
Of God, the love of sentiment, the loving 
Of faithful pairs - (I needs must rhyme with dove. 
That good old steam-boat which keeps verses moving 
•Giants reason-Reason ne'er was hand and -glove 
With rhyme, but always leant less to improving 
The sound than sense) besides all these pretences 
To love, there are those things which words name senses; 
Those movements, those improvements in our bodies 
Which make all bodies anxious to get out 
Of their own sand-pits, to mix with a goddess. 
For such all women are at first no doxibt. 
How beautiful that moment ! and how odd is 
That fever which precedes the languid rout 
Of our sensations I What a curious way 
The whole thing is of clothing souls in clay 1 
«M 
Well, .we won't analyse-our story must 
Tell for itself; the sovereign was smitten, 
Juan much flatter'd by her love, or lust;-
I cannot stop to alter words once written. 
And the two are so mix'd with human dust. 
That he who names one, both perchance may hit on; 
But in such matters Russia's mighty empress 
Behaved no better than a common sempstress, 
(IX, 74-77). 
and these kinds of love take their places in a brief, 
sardonic descendry scale; 
The noblest kind of love is love Platonical, 
To end or to begin with; the next grand 
Is that which may be christen'd love canonical. 
Because the clergy take the thing in hand; 
The third sort to be noted in our chronicle 
As flourishing in every Christian land. 
Is, when chaste matrons to their other ties -
Add what may be call'd marriage in disguise. 
(IX, 76) 
In <i^ n*s story write Joseph 'till now his amours have 
formed eui ascending scale, Julia belongs entirely to the 
bourgeois and domestic world. Haidee the island princess, 
is a natural aristocrat and ruler (for a time) of her own 
wild domain' 
.•. and in her Air 
There was something which bespoke command 
As one who was a lady in the land. 
Gulbeyaz, the Sultana, wields a dangerous but reflects 
powers-
Something imperial, or imperious, threw 
A chain o'er all she did ... 
2 
Catherine, "greatest of all Sovereigns and w-s stands 
for absolute power in its most tyrannical form, Juan was much 
1. Don Juan, Canto IX, Stanza 76 
2. Ibid, Canto II, Stanza 116 
Canto V, stanza 110 
Canto VI, Stanza 92. 
I M ) 
flattered by Catherine's "love, or lust;-/l cannot stop to 
alter words once written,/And the two are so mixed with 
human dust,/That who names one, both perchance may hit on". 
Love and lust we see are mingled and the Empress Catherine of 
Russia is "no better than a common seamstress". 'And the base 
of all this writes Joseph is the "compounded and the contra-
dictory human nature "mercurial clay", "fiery dust", and 
this is expressed in stanza 75 where the body seeking to 
transend itself, but is the actual means by which spirit is 
united to flesh. 
The theme of marriage is always there in the commentary 
of the poet in the poem and from the observation of the 
Russian Empress^Byron descends to the 'Plateau' of English 
r— 
Society - a world of more common place reality. The earlier 
cantos are a kind of thematic introduction to the English 
Cantos. The slave market and the Seraglio anticipate in 
cruder form the world of marriage market in which v?e see 
"beauties brought to market by the score". 
When we have made out Love, and gaimed our gaming 
Drest, voted, shone and may be something more 
With dandies dined, heard senators declaiming; 
Seen beauties brought to market by the score 
Sad rakes to sadder husbands chastely taming; 
Theres little left but to be bored or bore 
Witness those ci-devant jeones hommes who stem. -
The stream, nor leave the world which leaveth them. 
But they who blunder these are raw beginners 
A little genial sprinking of hypocrisy 
Has saved the fame of thousand splendid sinners 
The liveliest oligarch of our gynocrasy; 
You may see such at all the balls and dinners 
Among the proudest of our aristocracy. 
So gentle, charming, charitable, chaste'-
And all by having tact as well as taste 
1. Don Juan, Canto XIV, Stanza XVIII 
2. Ibid, Canto XII,Stanza66» 
fM 
Catherine's personalltgf personifies the entire system of 
"gynocrasy",QTo Byron Catherine appears not only as a 
despotic queen but as a sister of flesh nor her insatiable 
amorousness that requires one paramour after another^ Byron 
speaks scoffingly of her moral debasement. 
Besides the Empress sometimes liked a boy,. 
And had Just baried the fair faced Lanskol . 
The mercenary nature of the sacred social rite of marriage 
evokes Byron's contempt, succinctly recorded in this 
\mfeeling commentary and description of London. Through 
detailed desparaging account of the London marriage mart, 
Byron does not intend to look down upon the institution of 
marriage itself, but certainly the abuses that go with 
marriage evoke his wrath and contempt recorded in the context 
of Juan's welcome in England. On his arrival as the Russian 
emissary Juan wais received well in the high social circle 
but the welcome v;as less out of sincerity, cordiality or 
courtesy but had roots in the bright marriage prospects which 
Juan had, for he was young and smart and a high up. The 
method of flattery helped in match making and not to talk of 
the mercenary factor as the major attraction 
Now all the needy honourable misters. 
Each out-at-elbow peer, or desperate dandy. 
The watchful mothers, and the careful sisters 
(Who, by the by, when clever, are more handy. 
At making matches, where ''tis gold that glisters* 
Then their he relatives), like flies o'er candy 
Buzz ro\ind 'the Fortune' with their busy batteryj 
To turn her head with waltzing and with flattery 
(XII, XXXII) 
1. Don Juan, Canto, IX, stanza XLVII. 
2. Ibid, Canto XII, Stanza XXXII. 
A large portion of 'Don Juan' deals with the theme 
of love and in dealing with the theme of love Byron 
presents a gallery of women characters -, Byron unmasks them 
and presents these feminine characters embodying certain 
disdainful,features. Dona Inez, Julia Gulbeyaz stand 
condemned for their moral debasement and Queen Catherine and 
Queen Elizabeth are criticized for practicing much of the 
oppression. Byron being deadly opposed to cant, pillories 
Donna Inez for her quintessence lies in duality of 
behaviour, hypocrisy in matrimonial relation and inconstancy 
of temperement. Though, as pointed out by many critics and 
particularly contemporary critics, the portrait of Dona 
Inez exhibits striking parallelism with lady Byron, in fact 
Byron attempted to find universal beneath the special, 
in order to sneer at rampant hypocrisy of matrimonial ties 
of the aristocratic class as evident in this disapproving 
observation 
Done Jose and Donna Inez led 
For sometime and unhappy sort of life 
wishing each other, not divorced, but dead; 
They lived respectively as man and v;ife. 
Their conduct was exceedingly well bred -
And gave no outward signs of inwards strife 
(I, XXXI) 
As Donna Inez happens to be 'walking calculation', Byron 
talks of her behaviour. 
She kept a journal where his faultfc were noted 
And opened certain trunks of books and letters 
And which might, if occasion served, he quoted. 
(I. XXVIII)? 
1. Don Juan, Canto I, Stanza XXXI 
2. Ibid, Canto I, Stanza XXVIII 
Byron presents her as a type and exposes well the 
inherent hypocrisy, duality of behaviour and inconstancy 
of womankind. 
Julia# ahPther female character is superciliously treated 
for her indulgent evasiveness and interest in passionate 
sensuality. She pretends to be what she is not and Byron 
presents and reveals nakedly her false chastity supposed 
piety and pharisaical righteousness. Caught in her illicit 
relation with Juan she is the least ashamed of her behaviour 
and never gives up always pretending to be a chaste and 
good lady and instead she gives an out-burst at her husband. 
Byron performs a vigorous exposure of the sham, deceit 
embedded in her by disclosing 
She ceased, and turn'd upon her pillowl pale 
(I, CLVIII) 
Alfanso disclosed his speech, and begged her pardon, 
• • • 
When Lo i he stumbled o'er a pair of shoes 
A pair of shoes i - what then, not much, if they 
Are such as fit with ladies fist, but these 
Were masculine; to see them, and to seize. 
Was but a moments act ... 
Alfanso first examined their fashion 
And flew out into their passion^ 
(I, CLXXX-1) 
Gulbeyaz the Turkish Empress stands condemned not only 
for her despotic intensions but also for her keenness of 
interest in passionate sensuality and treachery. In the 
slave mart J^an is entrapped by the carnal desires of 
Gulbeyaz, for the seraglio is a lesbian world in which 
Juan's hermaphroditism offers titilation to her sexual 
1. Don Juan, Canto I, Stanza CLVIII 
2. Ibid, canto I, Stanza, CLXXX-1 
palate. But Juan is never aroused' at the calls of 
Gulbeyaz desires and she is frustrated beyond limits, 
Byron aims at the exposure of women's frustration on being 
unsuccessful to get her desires fulfilled, Gulbeyaz also 
exercises despotism and tyranny, and out of sheer frustra-
tion "she reacts furiously against Juan's indifference 
Her first thougt was to cut off-Juan's head; 
• • • • 
Lady Adeline's portrait is sketched in an equally derisive 
manner She a representative aristocratic lady and her 
behaviour is marked by affectation and pretensiousness 
which lays bare the disdainful deformities of the English 
aristocratic feminine world. In the Black Friar episode 
Byron wittingly exposes Duchess Fitz Fulke's realself 
and immoral intentions. 
And Juan, p\izzled but still curious thrust 
His arm forth-wonder upon wonder I 
It press'd upon a hard but glowing bust 
Which beat as if there was a warm heart under. 
The Ghost, if Ghost it were seemed a sweet soul 
As ever lurk'd beneath a half bood; 
A dimpled chin, a neck of ivory, stole 
Forth into something much life flesh & blood 
Back fell the sable frock and dreary cow 1 
And they revealed - alas I that e'er they should 
In full, voluptuous, but not o'er grown bulk -
The phantom of her frolic Grace - Fitz Fulke. 
(XVI, CXXII-III) 
In portraying the different female characters as 
such end in a number of generalizations revealing the true 
self and nature of women kind Byron was charged as 
1. Don Juan, Canto XVI, Stanzas CXXII-III. 
[)r) 
a scoifner of better part 
of Women ...^ 
by John Wilson and to a certain extent seeing the extent 
to which women are attacked in his poem the charge of 
misogyny does hold some truth but an indebt study of Byron's 
motives of women's derision exculpates him of being 
misogynist in Don Juan in the light of his motives Byron 
emerges as an opponent of all that stands for insincerity, 
inconstancy hypocrisy and pretension. 
Byron never tends to be a roisogynist but he certainly does 
disparage those women whose quintessenses lie in militarism, 
hypocrisy moral debauchery, duality of behaviour and 
, phariosaical righteousness. 
War is another theme predominent in Don Juan and is 
presented as a hell of fire and blood and cureliy* Byron 
interprets war as a murderous confidence trick played on the 
"poor souls" who are 'undone' in this "hell come". War is 
recurrently under criticism in his poem being the outcome of 
"the wild instinct of gore and glory", and its hearty 
despisal proceeds from its senselessness callousness, merci-
nariousness, ineptness and sheer wastage of human blood in 
it, Byron displays a full scale of panorama of war in all 
its aspects and in condemning war Byron presents himself as 
a lover of human liberty a man with love and sympathy for the 
masses and championing the cause of h\Jman liberty. 
On finding the commoners being exploited and . - oppressed 
Byron's heart springs with love from human liberty and 
1. John Wilson "Remarks on Don Juan", in Blackwood's 
Magazine, V (Aug. 1819) p. 515, 
Bernard Blackstone who at one place holds that * Don Juan' 
deteriorates steadily towards cynicism and debauchery 
is moved by Byron's genuine and heartfelt concern for the 
mankind in his condemnation of war reviews and acknowledges 
It is responsible comment such as this 
bn greatness of human evils (war)# 
Which must, surely, help us to revise 
Our estimate of Byron as a thinker^. 
Byron lay bare the warriers and despots who took delight 
in the barbarous activity and in the following sombre 
discourse on the evils of war, the intensity of sarcasm is 
worth quoting 
Let tliei* be light, said God, and there was light. 
Let there be blood ; says man, and there is a seai^ 
Wars are waged only for "cash and conquest" (V.II, LXIV) and 
while outlining the details of battlefield Byron succeeds in 
presenting a battle scene which arouses nothing but contempt 
and abhorrence for war. 
Bombs,drxims, g\ins, bastious batteries, bayonets bullets 
Hards words, which stick in the soft Muses gullets 
(yii, Lxxviii) 
Inveighing bitterly against those engaged in such inhuman acts, 
a contemptuous remark is recorded against the warrier by 
scornfully referring to him as "a butcher in great business" 
(VII, LXXXIII). Throughout Canto VIII its destructive nature 
the blood shed caused by war are the recurrent themes of Byron's 
forceful satire and in the pursuance of their design, Byron's 
sketchBS scenes of actual battlefield which evokes horror and 
1. Bernard Blackstone, Byron; A Survey (London 1975) p. 293 
2. Bernard Blackstone, Byron; A survey (London 1975) p 293 
3. Don Juan, Canto VII, Stanza XLI 
4. IbiH7 Canto VII, Stanza LXXVIII 
H' 
terror. In epics usually the theme of war is inflated but 
Byron here is most of the time lamenting on war and its 
terrors and realises that due to its brutality and terror 
war "is an awful topic" (Vli, LXXXIX) but as he is aiming 
to sketch the world as it goes'/ Byron continues 
sketching the horrid contemptuous yet realistic scenes of 
the actual battlefield and through such realistic portrayals 
we are completely absorbed in such scenes and wonder at 
the destmctiveness and futility of war. 
Ismail's no more 1 The crescent's silver bow 
Sunk, and the Crimson Cross glared o'er the field 
But red with no redeeming gore: The glow 
Of burning streets, like moonlight on the water 
Was imaged back in blood, those of slaughter. 
All that mind would shrink from the excesses-
All that the body prepetrates of bad'; 
All that we read-hear, dream of man's distresses-
All that the Devil would do if run stark mad; 
All that defies the worst which pen expresses;-
All by which hell is peopled, or as sad 
As hell - mere mortals who their power abuse-
Was her ... 
(VIII, CXXII-III) . 
Trueblood on discussing Byron's satire on institutions 
firmly maintains 
"The chief institutions which Byron satirizes 
In 'Don Juan* are war, despotism and marriage 
assessing Byron's excellence in presenting the realistic 
pictures of war, Leslie Marchand remarks 
1. Paul G Trueblood, The flowering of Byron's Genius 
op. cit. 145 
n» 
,,, The total of the "flame pictures" 
Do add upto a portrait of the realistic 
Horrors of War seldom equalled in 
Poetic literature.l 
Thus a thorough going analysis of Byron's treatment of 
war makes one to believe in the positive quality of Byron's 
satire and he emerges not merely as a whig pacifist but as 
a profound thinker and philanthropist denouncing the greatest 
evil of mankind and his animad version of war as also 
pointed out by Rutberford 
is the most serious portion of his satire 
and the most impressive of his attempts 
to reconcile poetry with truth and wisdom 
The institution of despotn^ vv<p - is through out denounced 
forcefully and the despots stand condemned for they regard 
Earth being only made for queens and kinds (V, CXXVIII). 
Byron resting his hope and firm faith in the ultimate victory 
of the commoners and annoxinces. 
For, I will teach, if possible, the stones 
To raise against earth'ityrants^ 
(VIII, CXXXV) 
The tyrants appear as the embodiments of oppression but also 
foes of thought and Byron is ready and prepared to 
... War, at least in words (and should 
My chance .10 happen-deeds) with all who war 
With Thought;- and of Thought's foes by far most rude. 
Tyrants and sycophants and been and are. 
(IX, XXIV)^ 
1. Leslie Marchand, Byron's Poetry, op. cat. p. 201 
2. Andrew Rutherford, Byron; A Critical Study, (Edinburgh, 
1962) p. 111. 
3. Don Juan, VII, stanza CXXXV 
4. Ibid, IX, Stanza XXIV 
m 
Being the champion of human liberty, he firmly believes 
that the common people will ultimately be victorious and in 
an optimistic personal record his belief goes as follows: 
The times are fast finishing 
There will be bloodshed like water 
and tears like mist, but the people 
will conquer in the end. I shall not 
live to see but I foresee it^ 
we see that Byron's role as the champion of liberty 
was one of the important factor in his continental reputation 
in that century of political and literary revolution. His 
polemics against tyranny, his efforts on behalf of the 
oppressed nationalities, above all his death in the cause 
of GreejH independence appealed and fascinated thousands of 
and specially those who themselves yearned or struggled for 
freedom. Discussions of Byron's historical importance and 
imaginative power centred on Byronic rebellion, Mazzini as 
a continental liberal hailed him as a poet of nationality and 
liberty, Byron was praised and applauded all over for his 
glorious courage, his excellent contempt for things comtem-
ptible and hatred of hateful man, his rebellion against the 
mental bondage or cant of English society. 
To wind up the discussion on the Italian influence on 
Byron with special reference to Don Juan we can say that 
the indepth study of the Italian Medley poets revealed to 
Byron a satiric manner marked by a kind of playfulness half 
1. Letters, Vol. V, p. 173. 
10 0 
gayety and half mockery. Following the satiric traditions 
of the Italian medley poets, Byron introduced colloquialism 
digressions and Ottava rima in his satiric mode and their 
adoption went a long way to bring the change that Byron 
desired since long. Byron read and studied the Italian 
poets, Casti, Berni, Frere, Pulci Ariosto and was indebted 
to all of them for all that he leamt and borrowed from 
them. But in course of my reading I came to the conclusion 
that Byron does not have a particular style on which he is 
working in Don Juan - he may seem to be having freedom 
of style which means above all freedom of style - or freedom 
from the style. For Byron, no one style is sufficient, 
he it the style of satiric mood or the lively and remarkably 
flexible satiric mood. Byron can not be boxind - he writes 
in a style that has no requirements, or limitations or 
tradit:ion. In Don Juan, Byron's style keeps adopting to 
the changes, Don Juan changes itsmodes rapidly to become an 
expression of action that is as rapid and lively as life. 
Style for Byron was the adept ability to adopt and 
fuse in all styles. Juan's style is borrowed from the style 
of the Italians - of 'Merry' Ottova rima. Byron's style 
stands outstanding and delightfully intermingled with the 
satiric realistic and comic vein, Don Juan was written 
strongly lasciviously, fiercely, laughingly and the charming 
style is entirely and inimitability Byron's own - the sweet 
fiery rapid beautifully easy. Judging not only from his 
letters and records of his conversation but also from some 
i {) 1 
of the poems he wrote early in his career* the satiric, 
realistic mocking vein was strong in Byron from his 
Cambridge days, or before, until the end of his life. It 
only tended to be suppressed in his poetry. Byron himself 
was aware of the stamp of success that Childe Harold and 
other poems in that vein had upon him. In 1817 he v/anted 
to assure everyone "That I was not, and, indeed not even 
now, the misanthropical and gloomy gentleman ... but a 
facetious campanion, well to do with those whom i am 
intimate, and as loquacious and laughing as if I were a 
much cleverer fellow". 
Byron's supreme achievement was developed by accident 
though its ingredients had been long heated in the crucible 
of his own experience and literary practice. When he 
discovered the Italian Ottava rima, the possibilities for 
both colloquial ease and rhetorical brilliance from natural 
shifts from serious to comic, he had found his metier and 
medivun and it is true that although the Italian influence 
was there but it hadn't dominated Byron's own genius and 
it is true that by the very nature of the medium and style 
he had adopted from the Ottava rima and mock heroic poems 
of the Italians and Beppo's success encouraged him to continue 
the same style and manner but Beppo revealed to Byron the 
power that had been latent in him from the earliest days 
of boyhood. He had found that he possessed an unrivalled 
command of comedy and Beppo was a prelude to his Don Juan 
on which his fame ult'mately would rest. No doubt that Byron's 
i();> 
genius flowered with the influence of the Italians but 
somewhere he does lack, in that neat compactness of Popes 
best couplets. Inspite of his readings in Italian medley 
works which had left an indelible mark on Byron's satiric 
manner*, the passion he had for Pope enlivened in his later 
phase too, Byron's life long admiration and avid readings 
of Pope's works had influenced him and in Don Juan many of 
his targets of satire stand in debt to Pope and in showing 
things as they are Byron owes something to his master 
specially in the English Cantos. Byron's observations of 
the society of England are so real and alive and with every 
excellent <i<.SC»«p<f^ he seems to know the English gentlemen 
and ladies and their life style. Can we suppose then even 
for a moment that Byron knew anything at all about either 
Venice or Ravenna 'the greenest island of my imagination', 
worthy of being ccmipared either as to extent or accuracy 
with what he knew about London ? But although Byron 
revitalizes the Popean satire through Don Juan in the later 
Cantos, he at the same time with the adoption of Ottava rima 
and writing in the manner of the Italian medley poets 
displays in Don Juan the specimen of his modes of writing 
which are mingled together and push one another in a strange 
manner, Byron is definitely indebted to his Italian Masters. 
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